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Abstract ‘
This thesis discusses the idiosyncratic qualities of frevo dance -  or passe. It adopts 
micro and macro perspectives and was developed based on the principle that the most 
effective way to unravel the uniqueness of this Brazilian dance is through examination 
of the common characteristics shared by the dance itself, the dancers and the cultural 
contexts in which they exist.
Frevo is situated geographically and culturally, its relevance as a research topic 
justified, a political critique of the concept of ‘folk dance’ and ‘folklore’ provided, 
and the consequences of fi-evo being regarded as a ‘folk’, ‘carnival’ and ‘street-dance’ 
addressed, in order to demonstrate why frevo should be divested, of such derogatory 
labels, and be regarded and analysed as a genuine classical Brazilian dance.
The general characteristics of Pemambucan carnival, its groAvth in size and social 
importance, as well as the increased popularity of Brazilian Northeast folk-popular 
arts are presented. Francisco do Nascimento’s career as a frevo dancer and teacher 
and his legacy for frevo dance history are detailed; and the principles, objectives and 
structure of his dance teaching method discussed. Answers to questions concerning 
what fi-evo means to amateur and professional passistas [fi-evo dancers], and their 
feelings when dancing are illustrated using extensive quotations fi-om oral testimony 
of practitioners.
The thesis uses research methods such as in-depth interviews conducted with leading 
fi-evo dancers and teachers in Recife, the distribution of questionnaires to dancers, 
attendance at dance classes, observation and video-recording presentations, and 
critical analysis of historical and journalistic sources about fi-evo, carnival and
Abstract “
Brazilian culture. The choreological study of frevo dancing is presented using 
Labanotation in conjunction with Laban Movement Analysis, as well as the guidelines 
of Susan Foster for reading dance. Finally, fundamental characteristics shared by 
frevo, passistas, carnival and Brazilian culture are underlined and conclusions drawn.
■'V '
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"‘"‘Frevo, a magic word, a magnetic current that can set 
the whole universe in continuous vibration”
{lo\3i,Jornal Pequeno 1909].
Prologue
This research is about frevo dance: its form, content, social purposes and artistic and 
cultural significance in contemporary Brazil, particularly in the state of Pernambuco.
Frevo is a multifaceted phenomenon. It encompasses a unique dance style, known as 
passo, and a manifold musical genre, which in the 1930s  ^ was classified into three 
main branches: frevo-de-bloco, frevo-de-rua and frevo-cançâo? Moreover, from its 
origins up to the present time, frevo has been so intertwined wdth specific ways of 
celebrating carnival that for many Pemambucans frevo is synonymous with 
carnaval? No doubt, frevo is the principal music played, danced or sung in 
contemporary street-camival parades in a number of camival agremiaçôes, such as 
Clubes, Blocos, and Troças, mainly, but not exclusively, in the adjoining cities of 
Recife and Olinda, in the state of Pemambuco"* Northeast Brazil. This multiple 
phenomenon called frevo is also so closely tied up with the image of Recife that the 
‘amphibious city’ of Recife, sometimes called the ‘Brazilian Venice’ ,^ has already 
come to be known as ‘the capital of frevo’.
The major purpose of this study is to unravel the idiosyncratic qualities of passo, 
which distinguish it from other dance genres in Brazil and throughout the world. 
During the research process, I realised that this overall aim could only be 
accomplished by drawing meaningful interrelationships between: passo -  the dance; 
passistas -  the dancers; frevo-de-rua -  the main accompanying music of passo; 
street-camivals -  the principal event in which frevo (music and dance) plays a 
fundamental role; and the cultures of Pemambuco and Brazil.
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In practice, this entails acknowledging that “in a very important sense, society creates 
the dance, and it is to society that we must turn to understand it” (Spencer 1993:38). It 
also implies the conviction that, since “the heart of dance is the movement”, detailed 
description and minute dance movement analyses have “the potential for revealing a 
great deal about those who create and use dance” (Bartenieff 1984:3).
In other words, the guiding premise adopted in this study is that, just as contextual 
analysis is necessary in order to fully interpret and apprehend the various layers of 
meaning, together with the cultural and artistic significance of a given dance, piece of 
music, play, and so forth,^ the micro study o f the dance can also provide unique data, 
which may further illuminate the understanding of broader cultural elements. In this 
research, frevo dancing is understood as “a kind of cultural knowledge” that is 
embodied in “highly stylized and codified movements”, and that “is not just somatic, 
but mental and emotional as well, encompassing cultural history, beliefs, values, and 
feelings” (Sklar 1991b:6).
No dance can exist without dancers. Thus, needless to say that if it were not for the 
passistas, passo would not exist, and subsequently, would have neither artistic nor 
social significance for society at large. For this reason, approaching the passistas was 
one of the most powerful and useful methods adopted in this research to gain access 
to and understand the choreographic features of passo, its lexicon of moves, structure 
and purposes, as well as its cultural and artistic significance in the society within 
which passo and passistas exist. In fact, without the fundamental support and 
encouragement received from a number of passistas (professional and amateur) and 
frevo teachers, it would have been virtually impossible to conduct this research. At
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best, the research results could not possibly have attained the degree of originality and 
depth that have been achieved.
Not only v^ere the passistas’ opinions and experiences taken into account, but also
their unrealised dreams. In this sense, the subject’s imagery, whether materialised or
not, was valued as a powerful and meaningful dimension of reality; whilst the role
played by the researcher became that of reconstructing past realities, not in order to
preserve them (as if the past could be saved by being placed in an antiquary, museum
or on a bookshelf), but rather to free them (from previous obstructions) in the present.
In other words, the researcher’s intention is to seed in the present an appeal for the
people’s unrealised dreams to become true in the future.^ As Francisco do Nascimento
Filho, the key informant of this research, once said to me:
“We had the good fortune that here [in Recife], something so pure and 
rich [as frevo] was bom; but which is still waiting for people, like me, like 
you, who are concerned with writing a book [on the subject]. People who 
spend their time, in exchange for nothing, live for the moment. We may 
even be lucky and, suddenly, wonderful things will spring from what we 
are creating. But we know that this is just a wish. We don't know if that 
wish vsdll really bring other horizons, other sources [possibilities].”*
It was based on the above-mentioned ideological and methodological premises that 
this research was conducted, with the hope that this study of frevo dance -  which is a 
conspicuous part of Pemambucan culture -  will not only actually contribute to the 
understanding of broad cultural elements and bring unique historical information, but 
may also provide new insights into unexplored aspects of Brazilian culture.^ 
Moreover, the main aspiration of this research is that it will bring positive results for
Prologue ^
the communities of dancers and teachers who have kept alight the flame of the frevo 
dance tradition in Brazil.
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A C T I - T h e  background scenario ^
1.1, Folk-popular cultures^ in Pernambuco: a brief overview
Pemambuco possesses a great variety of characteristic artistic displays -  including a 
significant number of rhythms, dances and theatrical shows, handicrafts, cordel 
literature, and so forth -  which are simultaneously traditional and popular. The 
multiple phenomenon of frevo is indeed just ‘one’ among the huge range of artistic 
manifestations that are part of the heterogeneous, mystical and magical universes of 
the folk-popular arts of Pemambuco. Although extremely varied in form, content and 
purposes, these arts have a set of common traits -  such as their pulsating rhythms, 
vibrant colours, and suggestive comical or satirical messages -  which seem to 
function as “magical mirrors” ,^ either exaggerating, amplifying or re-colouring the 
warmth of the natural and social environment in which they exist.
Over the year, the temperature in Recife varies from a minimum of 20 to a maximum 
of 37 degrees Celsius approximately. Like the great majority of cities in Northeast 
Brazil, Recife has only two seasons: winter and summer, which are simply a rainy and 
a dry season, respectively, without great variations in temperature. This climate is 
highly favourable for street gatherings and all types of outdoor events and festivals, 
which, in the state of Pemambuco, take place from winter (with the Festival de 
Inverno de Garanhuns, for instance) to summer (with Recifolia, and Carnaval being 
the biggest and most popular open-air events).
Considering the stability of the temperature and the heat throughout the twelve 
months of the year, it seems as if, in Recife, the four seasons instead of being dictated
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by Nature -  with the falling of leaves and the blossoming of flowers, and so forth -  
has been created by Society -  with festivities taking place in different months, on a 
yearly cyclical basis. For each festivity the streets are decorated differently, the people 
wear distinct types of clothing, or costumes and, above all, each event is characterised 
by its own music, dances, theatrical performances, and visual arts. The Sao Joao 
cycle, for instance, is characterised mainly by Quadrilhas, Forro, Baiao and Xaxado. 
The Christmas season is marked by Pastoris, Reis ados, Bumba-Meu-Bois and 
Cavalos-Marinhos; whereas the hallmark of the Camival season includes Frevos, 
Maracatus? Caboclinhos, Samba, Afoxés and so forth."^
The artistic and cultural wealth of Pemambuco state may in part explain why the 
street-camivals in the adjoining cities of Recife and Olinda -  which have become two 
of the four biggest and most famous contemporary Brazilian carnivals^ -  are so 
diversified and creative. In fact, the idea that ‘Pemambuco possesses a product that no 
other Brazilian State has: a diversified camival’, or that ‘Pemambuco has all carnivals 
of Brazil gathered in a single festival’, or that in ‘Pemambuco the tourist may enjoy 
all types of camival’ have already become slogans used in the advertising campaigns 
commissioned by the Secretaria de Desenvolvimento Econômico, Turismo e Esportes 
do Estado de Pernambuco over the last few years.^
^ ^ 3 3 3
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1.2. Frevo as a research topic.
Considering the breadth and variety of Pemambucan folk-popular cultures, why was 
frevo dance selected as a research topic?
In fact, there is no straightforward answer to this question. When I first set out to do 
preliminary field research in Brazil at the end of 1995, the boundaries of my initial 
research project were indeed much wider, encompassing not only frevo but also 
maracatus and caboclinhos. These folk-art performances were initially chosen because 
I thought they might synthesise somewhat the three principal branches which 
originally composed Brazilian culture and society -  as my major intent was, and still 
is to some extent, to draw meaningful interrelationships between Brazilian performing 
arts and Brazilian society and culture. I wanted to investigate the extent to which 
indigenous cultures, values, creeds, and artistic displays have been kept alive in the 
caboclinhos; the ways in which the maracatus-naçâo might still be representative of 
the cultures, values, creeds, and artistic displays of the Afro-Brazilians, who 
originally belonged to distinct African nations; and also whether some European 
cultural influence could be detected in the orchestral type of frevo music. However, 
soon after I had conducted two months of field research, I realised that it was 
imperative to narrow down the focus of my research and define a clear-cut problem 
for a PhD thesis, as the ambitious purpose of the initial research project, if not 
unachievable, would require a lifetime to be accomplished.^
It seems that my choice of frevo occurred at an intuitive and tactile level first -  as if, 
to a certain extent, I had not chosen frevo, but had been hooked or dragged into it. In
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fact, my decision to opt for frevo was not a priori, but a posteriori. It was more an 
acknowledgement that, as I was already immersed in the ‘realms of frevo’, that should 
be my object of study. For this reason, I believe that the most truthful justifications for 
my preference for frevo dancing are lodged somewhere in my unconsciousness and 
are therefore unknown and inexplicable even to myself. However, after having being 
wrapped up (not only intellectually, but also physically, emotionally and affectively) 
within the frevo dance world for at least four consecutive years, I am also capable (of 
course!) of formulating some weighty arguments for having selected frevo dance as a 
research topic. Nevertheless, I must admit that these intellechml reasons are not 
powerful enough to reveal the more profound needs which originally propelled that 
choice.
1) Frevo is indeed one of the first genuine ways of celebrating camival in 
Pemambuco. Prior to the appearance of frevo, in the late nineteenth to early 
twentieth century, the two main versions of camival in Pemambuco -  the entrudo 
and the carnival o f masks and allegory -  were both to a great extent Brazilian ré­
adaptations of European modes of celebrating camival.
2) Frevo is regarded by Pemambucan dancers as the carro-chefe [flagship] of the 
folk-popular dances of Northeast Brazil. This is mainly because frevo’s movement 
vocabulary is richer and more varied, i.e. it possesses a greater number of moves 
than any other Northeast Brazilian folk-popular dance.
3) The choreological study of frevo might lead to the discussion of other Brazilian 
dances and reveal the spirit of camival in Pemambuco.
4) Of all the folk-popular dances from Northeast Brazil, passo was the one of which I 
already had the intellectual knowledge and kinaesthetic experience necessary to 
facilitate both movement notation and analysis. ^
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5) The scarcity of research on the subject,* in contrast to the inspiring and contagious 
passion of devoted passistas and frevo dance teachers, and the ever increasing 
interest of younger generations in learning passo, as well as other Northeast Brazil 
folk-popular dances, were both decisive factors in leading me to undertake PhD 
research into frevo, in order to feel in tune with the needs of the frevo dance 
community in particular and Pemambucan society in general.
6) Two other reasons which may have led me to choose frevo dance as a research 
topic were: 1) my eagemess to discover and increase my understanding of hidden 
and unknown aspects of my own culture and 2) the need to challenge my own 
preconceptions about the folk-popular arts.^
Throughout the 1980s until the early 1990s, I devoted myself mainly to dance. In 
other words, I assumed the activities of attending dance classes, rehearsing and 
teaching dance to be the most important and meaningful responsibilities in my 
life. In fact, for more than a decade I attended ballet classes on a daily basis, in 
addition to other modem and contemporary dance courses; I also had several 
opportunities to perform with contemporary dance groups in Recife, and in dance 
festivals throughout Brazil. Therefore it might be seen as paradoxical or even 
weird that, when I decided to do research on dance, I tumed my attention to the 
so-called folk or popular dances, wdth which I had either very little or no 
familiarity. In fact, this interest arose and was substantiated by the end of the 
1980s when I began to conduct my first academic dance research on Northeast 
Brazilian popular dances (Oliveira 1993).
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It is worth recalling, at this point, that throughout the 1970s and 1980s, neither 
short nor long courses on folk-popular dances were available at dance schools, or 
at other venues in Recife, as they are today. Therefore, in order to learn about 
folk-popular performances, one would have to find out where these forgotten 
ghettos of popular culture were located and investigate them in loco, just as 
members of the first generation of the Balé Popular do Recife, and the Grupo 
Folclorico Cleonice Veras had to do in order to develop their artistic works, which 
involve Northeast Brazilian folk-popular dances, theatre and music. In short, at 
that time, individuals fi-om the middle classes had very few, if any, opportunities 
to attend folk-popular dance courses, which were extremely scarce, difficult to 
access, and not publicised in the media as they are now adays.It was precisely in 
1985 that I attended my first frevo dance course with Mestre Nascimento do Passo 
at the Centro de Arte Popular de Olinda, which lasted for about three months.
Having said that, I must also admit, some sort of underlying rejection for what 
Was ‘typical’ and ‘folkloric’ which -  at least during the first two decades of my 
life -impelled me to move away from folk-popular dances rather than to become 
actually involved with any of them. For some untenable reason, I tended to think 
that folk-popular dance practices would not allow my identity as a dancer to be 
affirmed or set free, but would instead be restricted somehow. This was because I 
was also influenced by the widespread misconceptions that, once one has learned 
the folk-popular dance steps, that is it! There would be nothing else beyond this to 
search for, to discover or to develop. Moreover, I thought these dances were 
‘beautiful or suitable for others, but not for me’. However, as soon as I started to 
become more and more involved with folk-popular dances, and firevo in particular.
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I realised that that feeling of uneasiness and rejection had nothing to do with the 
dance practices in themselves, but was closely related to the demagogic discourse 
and appropriation of folk-popular arts and the undue use of their symbols.
In Brazil in general and in Pemambuco in particular, it is noticeable that 
politicians, both right and left-wing, exalt and value Pemambucan folk-popular 
arts and artists, in order to affirm their political legitimacy over a social body 
which is highly stratified and heterogeneous.^^ By being used in this way, folk- 
popular arts symbolise and substantiate the need for a regional or national identity, 
which is created primarily at the imaginary and ideological level. Moreover, folk- 
popular arts are also valued and praised as exotic commodities which have the 
power to attract tourists to the state. It is undeniable, however, that this 
demagogic, and rather folkloric type of capitalist valuing has not brought much 
benefit to the Pemambucan folk-popular artists, the great majority of whom have 
always lived in the utmost poverty, even though the products of their artistic 
creativity somehow have the power to represent or symbolise what are regarded as 
the most typical (or “folk”) cultures of the entire state of Pemambuco.
In conclusion, the initial need to challenge my own prejudices was transformed, 
throughout the research process, into the need to discuss and challenge the 
dominant discourse of the folkloric and demagogic valuing of fi-evo. For this 
reason, the consequences and implications of frevo’s predicament of being 
embroiled in the image of the most characteristic dances of the state of 
Pemambuco; or, in other words, the political-ideological implications of passo 
being labelled ‘folk dance’ or street camival dance’ and passistas being labelled
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‘folk dancers’, not only became a fundamental preliminary topic of discussion, but 
also influenced the manner in which frevo dancing was approached, described, 
interpreted and analysed in this research.
IJ.Frevo and Pernambucanism
In fact, not only politicians and businessmen, but also scholars, artists, poets, dancers 
and musicians in Pemambuco either value, experience, use or think of frevo and the 
Pemambucan folk-popular arts in general in such a way as to affirm a particular type 
of identity that may be artistic, professional, personal, regional or otherwise.
Valdemar de Oliveira, for instance, regards frevo as “an important landmark in the 
urban physiognomy of Recife”(1985;ll); and Leonardo D. Silva asserts that “both 
frevo and passo are a permanent hallmark of Pemambucan identity.”^^  The belief that 
frevo is something exclusive to the “Pemambucan nature” is also expressed in the 
anthem that Mestre Nascimento do Passo composed for his frevo dance classes. 
Jaflis do Passo, Nascimento’s son, also reinforces a similar idea with the statement 
that “the child from Pemambuco has all the frevo steps in their veins”, so his task as a 
teacher is not “to transmit new knowledge but simply awaken what is already there”.
In response to the question “what do you like about dancing frevo?”, four of the 
twenty-seven students interviewed at the Escola Municipal de Frevo did not justify 
what they liked about the experience of dancing frevo. Instead, their justifications 
allude to questions of cultural identity. Maranique Silva (13 years) says that she likes 
frevo “because it is something from Recife, Pemambuco”. Marcio do Nascimento (21
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years), after saying that he likes dancing frevo “because frevo is from Pernambuco, 
my state, where I was bom”, asserts his mission as a dancer: “we passistas have to 
practise frevo for it not to die”. Leandra da Silva (26 years) does not actually explain 
why she likes frevo dancing, because for her, the very fact of someone being bom in 
Pemambuco is already an explanation in itself. Conversely, Erika Silva explains her 
affinity for frevo by stating the same ideas from the lyrics “A Pemambucan Thing” by 
her Master Nascimento do Passo: “Because fi’cvo is art, culture, beauty, it is 
something from the Pemambucan nature, it is high speed, energy, good health, 
physical exercise, therapy and long life”.
The verse by Capiba which says:
“Pernambuco tem uma dança Pemambuco has got a dance
Que nenhuma outra terra tem That no other land has
Quando a gente entra na dança When we get into the dance
Nao se lembra de ninguém: Frevo./” We don’t remember anyone: Frevo!”
provides at least, three relevant pieces of information about the frevo phenomenon: it
is from Pemambuco; it is unique, and it is danced passionately by the pemambucanos.
Analysing more closely the way this information is expressed, it is also possible to
verify the subliminally implicit ideas that ft-evo is not simply from  Pemambuco, but
belongs to Pemambuco; or that it is something that the Pemambucans are proud o f
possessing, because frevo is different from any other dance that exists in the world.
Moreover, the verse also suggests that the importance which frevo has for us,
pemambucanos, is based on the awareness that by dancing and valuing frevo we are
ultimately affirming our regional identity -  our Pernambucanism.
A similar idea is overtly expressed by the passista Roberto, while showing his newly 
made fi*evo dance costumes to the video camera, moments before the Escola de Frevo
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Recreativa Nascimento do Passo was to parade at the Sambodramo, Rio de Janeiro, in 
carnival 2000.[See photos on the next page]
Another revealing example of how musicians, through a poetical and affectionate 
homage to Pemambuco, affirm their own artistic identities as musicians is the song 
entitled Leao do Norte [Lion of the North] composed by Lenine and Paulo Pinheiro. 
The song portrays the cultural richness of the state of Pemambuco in its swinging 
Northeast Brazilian rhythm as well as through its lyrics which allude to a vast range 
of typical Pemambucan handicrafts, dances, music, characters, events, places, 
renowned writers, musicians, and so forth. By doing so, it justifies why Pemambuco 
should be regarded as “the heart of Northeastem folklore.” Significantly, the creative 
and original manner in which Lenine and Paulo Pinheiro relate and interrelate with 
Pernambuco suggests that their sense of ‘7’ is at one with and inseparable from 
Pemambuco’s folk-popular cultures, histories and settings.
No doubt, the identification that Pemambucans have with their own culture 
(particularly with those cultural arts and artefacts regarded as folk or popular) is a 
complex social phenomenon that can only be fully understood by taking into account 
not only the personal identification and choice, but also much broader social and 
cultural processes, which are intertwined with the recent political history of Brazil. It 
should be considered for instance that, particularly from the 1930s onwards, the 
concept of national-popular started being used to legitimate the Brazilian National 
State and, as a result, some cultural manifestations were transformed into symbols of 
national identity — such as camaval, samba and football — whereas others became 
symbols of regional identities. This is particularly so in the cases of frevo, passo.
The passista Roberto showing his newly made frevo costumes 
Rio de Janeiro, March 2000
Look at my clothes! On the parasol,
Behind, the flag of Pemambuco Pemambuco
In the heart, Pemambuco
I am all Pemambucamsm!
What about you?
Photos Maria Goretti
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maracatus and caboclinos, for instance, which are held in high esteem in local society 
as authentic symbols of Pemambucan culture.
Even though it is virtually impossible to talk about frevo and passo without to a 
certain extent addressing issues of cultural identity, the discussion of how frevo has 
become a symbol of pernambucanism in Brazilian society^* is not a topic of 
discussion in this research. This topic, however, will be assessed at the molecular 
level of individuals. In this line of investigation, I will examine how (i.e., the ways in 
which) passistas express who they are, what they value; in short, how they affirm 
themselves (their senses of T ), through their frevo dance practices. I will also analyse 
to which extent passistas, in their stmggle to remove frevo from the parameters of a 
mere folk-street-camival dance, may end up, deliberately or not, affirming some type 
of pernambucanism -  thus strengthening the dominant discourse itself. As with 
Foucault’s genealogical approach, this is also an attempt “to arrive at an analysis 
which can account for the constitution of the subject within a historical 
framework”(1980:117).^^ In other words, this is an effort to understand the ways in 
which passistas and frevo dance teachers experience and ‘write’ their own history in 
contemporary Brazil.
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1.4, The role o f a Pemambucan dance researcher: projections and possibilities
Since I am a citizen of Pemambuco and have lived in this state for most of my life, it 
is also necessary to ask myself whether or not -  and if so, to what extent - 1 am using 
this study on frevo as a means of affirming some sort of Pemambucan professional 
identity as a dance researcher.
In fact, and this must be made clear from the outset, I would not have chosen any 
dance genre -  however exotic and interesting it might be -  as a topic for PhD 
research, if this dance were not an integral part (and not just an appendage) of 
Brazilian society -  or, indeed if the study of this particular dance were not going to 
enhance my understanding of my cultural roots. I grew up in a country which has 
never been imperialistic and thus has no colonies. Therefore, in Brazil, social 
researchers are encouraged to investigate, re-discover, and write about Brazilian 
cultures and societies, in order to contribute effectively to the social-cultural 
development and political emancipation of the country. Moreover, the chances for a 
social researcher to be granted financial support from any Brazilian Government 
Agencies or other National Foundations are virtually nil, unless s/he is able to prove 
in what ways the outcome of such prospective research will be relevant to Brazil.
In fact, I have never had any interest whatsoever in conducting field research in a 
foreign country and not just because of the lack of opportunities. I would find neither 
real meaning nor joy in collecting original data and interacting with the local people 
of another culture and society, if I knew that at the end of such a research enterprise I
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would have to come back to my own country and write about those foreign people but 
not fo r  them.^ ® Nor would I be content if I knew that the people I was writing about 
would not have access to the final text in their own language. Moreover, this type of 
attitude would work against the politico-ideological principle that inspires the type of 
intellectual worker that I intend to be and the social functions that, as a dance 
researcher, I want to perform in the societies where I live in.
Theresa J. Buckland (1999) has addressed this problem by saying that the impact of 
writings on communities and their researcher is a topic that still remains under­
investigated in dance scholarship -  even though the social and economic divide 
between researcher and researched has narrowed, since the classical period of folklore 
research in the nineteenth and early twentieth century. At present, “the chances of 
members of the ethnographic community reading the academic’s representations of 
them are high” (pp196,197). Buckland also points out that:
“the researcher’s findings, as a matter of ethical and automatic procedure, 
should be made available. The ethnographer has responsibilities both to 
the people studied and to the scholarly community; that much is clear, 
particularly in a more democratic age” (p. 197).
However, there is a subtle but significant difference, which must be taken into 
account, between sharing your findings a posteriori with your interviewees and being 
actually committed to their causes and aspirations. In the former case, the scholar 
might become more mindful and cautious perhaps, concerning what s/he is writing 
about these potential readers. However, this ethically correct attitude alone will not 
suffice and does not prevent him/her from playing the role of an “intellectual tourist” 
— as Malcolm Crick has defined most anthropologists who conduct their research in
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foreign countries.^^ In the latter case, the scholar not only attempts to understand the 
chosen research object from an emic perspective — i.e., from the interviewees’ points 
of view -  and to make the research outcome available to them. The academician 
actually uses the entire research process as an opportunity to empower^^ those people 
they are writing about. In other words, his or her intellectual effort is put at the 
service of similar causes that the interviewees are fighting for, so that the research 
outcome may also bring plausible benefits to all subjects who participated in the 
accomplishment of that research enterprise. In this case, the researcher might be seen 
as playing a role similar to that of an “organic intellectual” -  as conceived by Antonio 
Gramsci.^^
Strictly speaking, I do not fit into the model of organic intellectuaf'^ idealised by 
Gramsci. Although I regard myself as being committed to a humanistic conception of 
history, I could hardly say that I am directive, in the sense of actually having an active 
and significant participation in the lives of the people I am writing about, either as a 
constructor, organiser or permanent persuader. Moreover, although I am specialised in 
a particular research area, and have chosen to perform the fimction of leading the 
ideas and aspirations of those people I am studying, we, researcher and researched 
people, both occupy distinct social positions in the societies we live in. In other 
words, we do not organically belong to the same social class as Gramsci ideally 
suggested.
In spite of this, the ideal of an “organic intellectual” is a fundamental part of the 
politico-ideological principles which have inspired and influenced the entire process 
of my research work: the underlying motivation which gave a special meaning to this
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academic endeavour, the manner in 'which I have interrelated with my selected 
interviewees, the selection of questions to ask them, the interpretations that I 
constructed after talking to them, the manner in which their voices were edited, 
translated into English and finally displayed in a written text form. Above all, 
throughout the entire research process, I have tried to the best of my ability to put 
whatever skills that I have at the service of the ^frevo cause' -  with the hope that the 
outcome of this research will be relevant not only to academic dance researchers in 
Brazil and worldwide, but also to the communities of amateur and professional 
passistas in Recife.
Moreover, I strongly believe in Gramsci’s views that “ideas and opinions are not 
spontaneously ‘bom’ in each individual brain: they have a centre of formation, of 
irradiation, of dissemination, of persuasion -  a group of men or a single individual 
even, which has developed them and presented them in the political form of current 
reality” (Gramsci 1996:192,193). It is in this sense that I have taken this research 
work as an opportunity not only to understand and reflect upon the experiences, 
concerns and aspirations of passistas but also to disseminate their worldviews -  with 
the great ambition that their opinions may one day become dominant opinions.
This does not mean, however, that, as a dance researcher, I have decided to assume 
the role of a fi*evo dance ‘promoter’ -  in the strict capitalistic sense of the term. I am 
neither helping actively in forming or arranging any business or performances for the 
fi’evo dance group chosen for study; nor I am bringing ft'evo dance (as a commodity) 
to public notice in order to encourage people to buy it, either by attending frevo dance 
classes or performances.
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To say that I have put the research opportunity at the service of the ‘frevo cause’ 
means, in this case, that I have tried to follow deliberately and as much as possible the 
interviewees’ tacit knowledge, wisdom and expertise in order to develop my 
arguments and theoretical analysis about their artistic and pedagogical work based on 
their major concerns and opinions. Consequently, the topics or controversial matters 
which were chosen for discussion were not the ones that might satiate scholarly 
intellectual curiosity alone, but the ones which appeared to be relevant, mainly, but 
not exclusively, to the subjects o f study and which therefore could inspire their dance 
practices. It was only after having considered the problems, experiences, wishes and 
unrealised dreams of key members of the selected fi-evo dance group, that I tried to 
connect them with some academic theories and practices which might illuminate the 
genuine reality observed during fieldwork.
The idea of being in tune with the ‘frevo cause’ also conveys my conviction that the 
documentation, analysis and evaluation of the general stylistic features of passo may 
represent (hopefully!) a significant contribution to the academic respectability, artistic 
growth and development of a unique Brazilian dance genre. This does not mean, 
however, that it is one of the purposes and concerns of this academic research to 
increase the level of artistic respectability of frevo dance in local society so that the 
career opportunities for professionals in the fi^vo dance area would be expanded -  
although, I and the artists interviewed would certainly be very pleased if this positive 
result occurred.
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Moreover, to say that I am in tune with the ‘frevo cause’ does not mean that I have 
directed this academic research towards the achievement of practical/political goals; 
but simply that, during the research process, I have not abandoned my political- 
ideological convictions at any cost.
I believe that I have worked for the ‘frevo cause’, above all, because I have 
undertaken this research enterprise with the certainty that to give voice and 
opportunity to those who have been for so long silenced and excluded from the 
official history is a concrete way to empower them. As happens in countless western 
societies, in Brazil, “the political economy of truth” -  as Foucault puts it -  “is centred 
on the form of scientific discourse and the institutions which produce it” (1980:131), 
and dominant opinions (i.e. the beliefs, judgements, assumptions and so forth, which 
are regarded as important, valid or truthful) are also those that are produced and 
transmitted under the dominant, if not exclusive, control of a small number of large 
scale political economic apparatuses, such as the university, the writing, the media 
and the army (Foucault 1980:132). It is noticeable, however, that, in Brazil at present, 
the vast majority of folk-popular dancers in general, and passistas in particular, have 
very little access to the university. It is in this sense, therefore, that the inclusion of 
the voices of folk-popular dancers, teachers and choreographers in an academic 
debate can be seen as an effective method of empowering these artists whilst 
challenging a dominant discourse which does not benefit them.
This does not mean, however, that I decided to assume, without being asked, the role 
of a spokeswoman, who writes as the representative of the Pemambucan passistas; or 
that I regard myself as a redeemer, who would have the power to rescue the oppressed
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artists from the social injustices and discriminations which have befallen them. What 
it does meant is that the role that I have chosen to perform as a dance researcher, both 
within and outside Brazil, is that of a professional who is aware that she is utilising 
her knowledge, competence and relation to truth and power in the particular field  o f  
frevo dance struggles. This is because, I have no doubt that knowledge already is in 
itself a form of power -  as Michel Foucault has brilliantly demonstrated.
In fact, I have no intention to be, or to pretend that I am, the bearer of the universal -  
with the outdated expectation that my discourse would comfortably fall under the 
category of a ‘scientific truth’. Many decades have already passed since the 
intellectual was called upon to play the role of, what Michel Foucault has called, the 
specific intellectual (as opposed to the universal intellectual). Foucault explains, in 
this respect, that;
“Intellectuals have got used to working, not in the modality of the 
‘universal’, the ‘exemplary’, the ‘just-and-true-for-alF, but within specific 
sectors, at the precise points where their own conditions of life or work 
situate them (housing, the hospital, the asylum, the laboratory, the 
university, family and sexual relations). This has undoubtedly given them 
a much more immediate and concrete awareness of struggles. And they 
have met here with problems which are specific ‘non-universal’( ...) 
(1980:126).
Paraphrasing Foucault’s ideas, one can say that I am fully aware that I am occupying 
a specific position as a Brazilian and Pemambucan frevo dance researcher; and that I 
am also conscious of the constraints and specificities^^ of my academic position that is 
linked to the general functioning of an apparatus of tmth (Foucault 1980:132). It is 
precisely for this reason that my specific stmggle as an intellectual can acquire a
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greater significance, or have some effect and implication at the general level of, what 
Foucault has called, “ the regime of truth” -  which, in his words, is so essential to the 
structure and functioning of our society; because, as Foucault says, “there is a battle 
‘for truth’, or at least ‘around truth’” (1980:132), in our societies. By truth, he means 
not only “the ensemble of rules according to which the true and the false are 
separated” but also the “specific effects of power attached to the true”. Moreover, “it 
is not a matter of a battle ‘on behalf of the truth, but of a battle about the status o f  
truth and the economic and political role iY/?/ajs”(1980:132 emphasis added).
By demonstrating the vital interrelationship between truth and power, Foucault also
puts forward the pioneering argument that the political problems of the intellectual
should not be thought of in terms of science (a true scientific discourse) versus
ideology (a false or biased discourse), but in terms of truth and power (p. 132) -  which
are indeed the two sides of one single coin. By pointing out the unavoidable
interrelationships between truth (i.e. knowledge) and power, at the level of discourse
-  which in practice means asking the question: whom does discourse (knowledge)
serve? -  Foucault unmasked the abiding and widespread fallacy that the political-
ideological engagement of the intellectual researchers precludes the achievement of a
valid, impartial, ‘scientific’ truth. This deeply ingrained dichotomy between truth and
practical political-ideological commitment are still present in fairly recent
ethnographic texts, such as, for example, one by Martyn Hammersley and Paul
Atkinson, which reads:
“When we are engaged in political or practical action, the truth of what we 
say is often not our principal concern, even though we may prefer to be 
honest. We are more concerned with the practical effects of our actions, 
and sometimes this may lead us to be ‘economical’ with the truth, at the
ACT I  -  The background scenario
very least. Moreover, even where the truth of our beliefs is the main issue, 
in practical activities judgement of factual and value claims as more or 
less reliable will be based on somewhat different considerations than in 
research directed towards producing knowledge” (1993:20).
No doubt, the ideal of ‘scientific neutrality’ has proved to be untenable -  no matter 
how hard and seriously one may try, (in fact, this ideal has already been regarded as 
“the myth** of scientific neutrality). Therefore, there is no need for us, dance 
researchers and academics in general, to pretend that we could ever divest ourselves 
of our political ideological principles in order to write some sort of impartial, 
detached, apolitical version of reality, which only in this way would deserve to be 
regarded as a proper contribution to the development of a particular area of research. 
If social reality, as an object of study, can only be captured intellectually and 
interpreted in meaningful ways, through the lens of our senses; this implies that all 
achievable ‘truths’ are necessarily interwoven with subjectivity, particular purposes, 
standpoints, world-views, times, places and cultures. Therefore all achievable 
conventional truths -  particularly in the area of humanities -  are necessarily partial, 
incomplete, ephemeral and purposeful. They are types of transient social agreements 
reached through investigation, analysis and debate, which quite often involve 
conflicting arguments.
Moreover, since power is a phenomenon which pervades all social relations, as 
Foucault has ingeniously demonstrated, it follows that relations of power exist not 
only within the scholarly world — i.e. between academics of divergent backgrounds 
and ideologies — but also between the researchers and those about whom they write. 
Therefore, I must agree with Grau’s idealistic remark that “the data from our
A CT I - T h e  background scenario
fieldwork may provide plausible models for challenging power relationships: even, 
perhaps, for ‘changing the world’” (1999: 172).
In conclusion, the philosophical and ideological principles which have guided my
thoughts and actions during the entire research process came principally from two
influential post-Marxists of the twentieth century: \Antônio Gramsci and Michel
Foucault. The importance of reflecting deeply upon these influences and
acknowledging them openly is crucial, because self-reflexivity^^ is perhaps the only
effective method that we, academic reH^archers, have to provide ourselves and the
readers with valid explanations about “how we came to know what we
know”(Buckland 1999:7), and why we have done what we have done, in the way we
did it. As Brenda Famell has pointed out:
“Since we now know that there is no culture-free ‘objective’ zone from 
which we might direct our gaze, reflexive awareness becomes the only 
means by which we can recover a more limited notion of objectivity. It 
enables us to enter our own metaphysical beliefs into a dialogue with 
those of our respective others” (1999:158, note 11).
The above mentioned premises also represent the ground on which the reader can 
understand why, in this research, an etymological discussion of frevo dance 
categorisation has acquired a prominently political and ideological dimension -  as we 
shall see in the next section.
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1.5, Is passo a folk* or a ^classical* dance? -  an emic/etic debate.^^
The multiple phenomenon of frevo has already been situated, at the beginmng of this 
chapter, within the vast universe of the folk-popular arts of Pemambuco, and yet the 
title of this thesis states that frevo is a classical Brazilian dance. Can passo be, at the 
same time, a classical and a folk-popular dance, or would these labels necessarily 
contradict each other? What do the terms folk, popular mid classical denote and 
purport in addition to their actual meanings? Why, differently from previous authors, 
have I chosen to regard frevo as a classical Brazilian dance? These are the key 
questions discussed in this section.
1.5.1. The implications of derogatory labels.
The literature review in the broad area of folk dance shows that, in the early twentieth 
century, there was widespread ambition among scholars to conceive a universally 
valid definition of ‘folk dance’. In other words, authors sought to sum up the nature or 
essence of ‘folk dance’ in terms of a certain characteristic or set of characteristics that 
would make ‘folk dance’ just what it is and not any other type of dance. A great 
number of scholars -  such as Dean, (n.d.), Duggan (1948), Chujoy and Manchester 
(1949), Terry (1949), Raffe (1964), Clarke and Vaughan (1977) and Armstrong 
(1985), among others — assume that each folk dance symbolises the spirit of a 
particular nation, the temperament and environment of a people. However, and 
paradoxically, they had to identify ‘universal’ characteristics among the so-called 
folk dances , such that these dances, which are different in form, content and
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purpose, could be brought together under the same umbrella term. Consequently, 
many idealistic definitions were created in an attempt to propagate what should be 
considered the fundamental characteristics of any folk dance. The fact that the word 
dance is quite often written in the singular is strong evidence that the author’s 
definition claims universal validity.
The essays by Kealiinohomoku (1972) and Buckland (1983) certainly constitute a 
breakthrough in the discussion of “what is folk dance?” In contrast to previous 
authors, who normally tried to formulate a universally applicable and valid definition 
of what might constitute ‘folk dance’, Kealiinohomoku avoids a rigid or universal 
definition, but she thinks it is necessary to have what she calls a “working definition” 
-  i.e. a definition that is meant to be used for “practical purposes” only (1972:387). A 
decade later, Buckland (1983) dethroned Kealiinohomoku’s ‘working definition’ of 
folk dance, and highlighted the importance of the theoretical discussion of dance 
categories through its methodological implications. Buckland concludes her article 
quoting Blacking, who points out that the classification of music into folk, art or 
popular “reflects a concern with musical products, rather than with the dynamic 
process of music-making”(Blacking 1981:11). Therefore, like Blacking, Buckland 
thinks that consideration of the processes by which people create, perform and 
appreciate (i.e., watch and listen to) dance and music is far more important than the 
terminological discussion of dance/music categories, because, as Blacking points out, 
“art does not consist of products, but of processes by which people make sense of 
certain kinds of activity and experience” (1981:12).
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I do not intend in this section to discuss, from an etic perspective, the varied 
meanings and definitions of ‘folk dance’, in order to justify whether the label of ‘folk 
dance’ suits passo or not. In other words, I have no interest in disputing a valid answer 
to the question ‘what is folk dance?’ nor to point out which definition might be 
suitable or useful for the case of passo; nor, in the event of a suitable definition not 
being found, to formulate a new one.
However, I believe it is of fundamental importance to adopt, as a standpoint for this 
research, the argument that the cultural phenomena of ‘folk dance’ in particular, and 
‘folklore’ in general, are essentially intellectually created concepts which are 
inscribed into cultural phenomena -  these are not inherently existing phenomena, 
which are waiting out there to be apprehended or defined by the researcher- 
observer.^^ I do not mean that the cultural phenomenon in question has no existence 
whatsoever, but that its mode of existence is primarily of an intellectual/ideological 
nature. For this reason, I also believe it is crucial to consider the consequences and 
political-ideological implications of passo being labelled ‘folk dance’ or ‘street 
carnival dance’, and passistas being labelled ‘folk dancers’. By doing this, I hope that 
the notion of ‘folklore’ and the correlated assumptions about what ‘folk art’ is and 
who ‘folk artists’ are -  which were conceived between the late eighteenth and early 
nineteenth centuries in Europe and later re-formulated and repeated many times, but 
always from an exclusively etic perspective -  will cease to be used uncritically in 
contemporary Brazil in the new millennium.
The chosen method to accomplish this task was first to listen to and to analyse the 
opinions of passistas and passo teachers, trying as much as possible to engage my
ACT I - T h e  background scenario
point of view with theirs, and at a later stage to correlate our voices and concerns with 
thoughts previously expressed by contemporary scholars.
The question that I, Maria Goretti (MG), asked four different frevo teachers from the 
Escola Municipal de Frevo was: “Valdemar de Oliveira thinks that frevo is not folk 
music, but passo is folk dance. Do you agree that passo is a folk dance? What is your 
opinion?” This initial question, however, was in most cases followed by a few other 
interrelated questions, which were created in accordance with the needs of the 
moment.
Inès Maria da Silva (IS) responded:^^ “For me, they [the authors] can say whatever 
they want. I think what we’ve got to do is to dance, whether it is folklore or not. They 
are free to think whatever they want to think, and say whatever they want to say. We 
are the ones who have to do our part, which is to dance a bit more each time, to spread 
ourselves a bit more, to go to schools, to show that frevo is therapy, that frevo is not 
what people think it is: carnival, that it is only danced during carnival. If it is folk 
dance, whoever wants to think this way can do so. I think frevo is a kind of therapy. 
Because I can see this now. Look, my pregnant students are attending frevo classes, 
and did not complain. And one of them is going to have a baby now in January.(...) 
She is going to deliver very soon, and she only stopped [attending classes] now in the 
eighth month because her feet were very swollen. I have another student that had a 
very serious breathing problem. I have the authority to speak about these things, 
because they are my students. One of them used to go to hospitals and so on, but 
nowadays, she no longer has any problem whatsoever. I will bring her to talk to you.”
MG: What, in your opinion, is the most important purpose of frevo at present? Is it 
that of entertainment, to be performed for audiences, or is it a form of therapy? 
IS: Look, our biggest objective is everything together. It is to show that frevo is a 
form of therapy, it is to dance on stage. It is also to show that frevo is not a mere 
street dance. Because a lot of people think that frevo is just for the streets. They 
don’t think that frevo dance can be there in the theatres, they don’t think that
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they could set up a show and include frevo. This needs to change, I think. What 
we should do is go to the theatre, to rent a space, to set up a show. Because frevo 
has a history. If it has a history, it can go on stage to show its history. It does not 
have to be confined to just a small space, in one type of presentation only. It 
should go to the theatre really, to open the doors of a theatre and to show its 
history. Frevo has stories to tell all night long if you stop to watch. Because it 
has a great variety of steps. You can show frevo in different ways...
José Ramos da Silva (RS) replied:^^ “Let’s say that it’s a bit difficult for me to answer 
this question. But at least I will try to answer it in my own way. I think it is alright for 
frevo to be folkloric, because what really matters is for frevo to be present in all dance 
spectacles. Because to be folklore is not the main thing. Folklore is commemorated 
just on one day. That day is Folklore Day, so everything that is related to folklore is 
celebrated on that day. And this does not happen with frevo... When the tourists 
arrive, then we go to the Recife docks to perform for them. If it was only for the 
folklore, I don’t think there would be all these presentations. That is why I think that 
frevo has nothing to do with being folkloric. Frevo is a spontaneous dance and above 
all a ‘camivalesque’ dance. That is what I think.”
MG: Let me see if I understood your point: If frevo was a ‘folk dance’, or if it was 
treated as a ‘folk dance’, then there would not be so many opportunities for 
presentations all year round?
RS: Exactly. Because if you see here, the dança do boi [bull dance] only appears on 
Folklore Day or during carnival -  that is, once or twice a year. But this does not 
happen with frevo. At present, even if it is just for one or two months, there are 
frevo performances being held simultaneously in all kinds of places. There are 
frevo presentations going on throughout the year. Not only for the dance group 
of the Escola de Frevo Nascimento do Passo, but also for many other dance 
groups as well. So you see that frevo is not folklore. For this reason... if this is 
what he [Valdemar de Oliveira] spoke about, then, I don’t think there is any 
need to have a Frevo Day. Because, if there were a Frevo Day, does it mean that 
frevo would be danced only on that day? I don’t think so. I don’t think frevo has 
anything folkloric about it. Frevo is a very energetic dance, is a very demanding 
physical exercise, isn’t it ?
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MG: Now, it seems that frevo music is only played during carnival, or not? I mean, I 
have been away for many years and I don’t know how things have been lately... 
RS: Well, here at present, for some Pemambucans, mainly for those who patronise or 
organise the events, frevo is for the carnival period only. That means to say that 
for a lot of people, frevo is carnival. So when people see a passista in costume 
on the street outside carnival time, they say “hey, boy it is not carnival yet, 
carnival is next year”. So, because of this type of people, some of whom are 
from Pemambuco, the radios don’t play frevo. You see that baiana music [i.e. a 
specific beat from Bahia] is played all the time, samba is played all day long, 
brega music is also played a lot. Why not frevo? Just because frevo is carnival? 
Now we have a radio station, the Universitaria, that plays frevo every week. 
And when the carnival period arrives, it starts playing even more. At least there 
is one radio station that is maintaining the tradition of frevo. It is only one hour 
of frevo, but this is good. (...) Every day they play frevo, and during carnival 
time, they play for even more time. When I went to dance last Sunday, I was 
with my walkman. When I put my earphones on and looked for a radio station, I 
found one playing frevo. So, I started dancing frevo on the bus already.
Valdemiro Ferreira da Silva Neto (VN) answered: '^* “I don’t quite agree with the idea 
of passo being just a folk dance. Because if you analyse it in this way: ballet is a 
classical dance. Frevo, in my opinion, could be [respected] as much as a classical 
dance, why not? All those movements that you do, all the dancing, could be 
[considered] classical too. Especially because there are many steps in frevo that the 
ballet people, the ballerinas perform, aren’t there? There are many movements”...
MG: Do you think that frevo being considered a folk dance depreciates the value of 
the dance?
VF: For sure.
MG: Why?
VF: Because everybody likes to watch frevo, don’t they? Those who come from 
abroad or other parts of Brazil only want to see frevo, because frevo is a 
beautiful dance. Nobody comes here just to see a ballet. At least those who come 
to Recife don't come to see people dancing ballet in the streets, but they come to
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see frevo. Because frevo dance has its own classical thing. That is why, I think, 
it is a classical dance, because it has its own way of enchanting people, with 
those movements, those extremely beautiful juggling movements that a passista 
knows how to do, right? For this reason, I think, frevo should not be [seen as] a 
folk dance, but rather as a classical dance. Especially because it is the 
characteristic dance of its own region. It is a postcard of Pemambuco, Recife.
Gil Silva simply stated concisely:^^ I think passo is folk because it is a very popular 
thing, but as far as the influence of the music, of the frevo-cançâo, of frevo-de-bloco 
is concerned, it should not be folkloric. I think that passo is, because it is a very 
natural thing of ours, very natural for the people themselves...
MG: Therefore, you agree with Valdemar, that frevo music is not folkloric but passo 
is.
GS: Yes, I do.
Analysing the form and content of the answers given by the four aforementioned 
professional frevo dancers and frevo dance teachers, my general impressions are as 
follows:
Their main concerns are of a practical nature. In other words, they are primarily 
interested in improving the quality of their dance technique, in order to increase the 
popularity of the dance, and subsequently have more opportunities to perform 
throughout the year in a variety of settings or even in other types of dance spectacle. 
Inès, for instance, says that their main job as dancers is to dance a bit better each time, 
whilst Ramos says that what really matters for him is for frevo to be present in all 
spectacles of dance.
Inès shows, in a rather indirect way, how distant she is from the type of theoretical 
concern posed in my initial question, by saying, “they [the authors] may say whatever
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they want. I think what we’ve got to do is to dance, whether if it is ‘folklore’ or not”. 
Ramos’ answer also suggests that this is not the type of issue he would normally think 
about or perhaps he had never thought about it. So, he started to reply in a humble 
manner: “it is a bit difficult for me to answer this question. But, at least, I will try to 
answer it in my own way.”
The first part of Gil’s answer was quite ambiguous -  and this might indicate that he 
had not previously thought about the subject either and therefore sounded dubious 
about his own opinion. Initially, Gil affirms that “frevo is folk because it is a very 
popular thing”; but he adds that “as far as the influence of the music is concerned (...) 
it should not be folkloric”. However, Gil goes on to repeat once again the same initial 
idea that passo is folk because it is a very natural thing for the people of 
Pemambuco... As soon as I noticed that his seemly contradictory ideas were moving 
in circles without a clear conclusion, I interfered by addressing a second, rather 
persuasive question to him, which I later realised might have led him to agree with 
what my affirmative-question suggested. It is also worth noting that the concise way 
in which Gil agrees with Valdemar de Oliveira’s point of view contrasts with the 
talkative way in which he behaved throughout most of our interview. This change in 
his attitude also suggests that the type of theoretical problem that my initial question 
addressed was not stimulating for him. Gil’s brief answer was so incisive that instead 
of asking him another question on the same subject, I decided, at that point in the 
interview, to shift our conversation to an entirely different topic.
In short, three out of the four passistas and passo teachers interviewed definitely think 
passo is not folk dance. Gil might be regarded as the only exception, but only if one
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understands that he was not being misled to assume, somewhat unconvincingly, what 
the researcher suggested. Inès does not protest explicitly against the label of folk, or 
folkloric, for frevo dance, but she reacts energetically, arguing that passo is a form of 
therapy. In order to stress the therapeutic properties of frevo dance, Inès relates from 
her own experience the cases of two of her students. However, she disagrees overtly 
with the labels of ‘street dance’, or ‘carnival dance’ for frevo, because she 
understands that, in practice, these notions presuppose that frevo is suitable only for 
one place: the streets; and at only one time of the year: carnival. These constricting 
ideas certainly go against the objectives that Inès, as a professional dancer and frevo 
teacher, fights for, which is for frevo to be performed not only in the streets during 
carnival but also in schools and theatres as well, throughout the year.
The value of frevo dance is expanded further when Inès stresses the multitude of 
purposes -  including entertainment, therapy and art -  that passo can be used for. At 
this point, however, her emphasis shifts to the artistic potential of passo which, 
according to her opinion, has a great variety of steps and therefore could tell its own 
history through dance movements performed on theatre stages. It could also be 
inferred from Inès chosen analogy that she was indirectly trying to suggest that the 
artistic value of frevo dance is equivalent to that of classical ballet, which is a dance 
technique capable of enacting stories and which is performed on theatre stages.
At the begmning of his answer, Ramos agreed, albeit nonchalantly, with the idea of 
frevo being a ‘folk dance’. However, as soon as he began to consider the limited value 
which local society gives to everything related to ‘folklore’, he realised that if frevo 
were part of folklore, it would be celebrated just once or twice a year, just as all other
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arts belonging to the folkloric universe are. Therefore, he later retracted what he had 
initially asserted, saying that “frevo has nothing to do with being folkloric”, it is “a 
spontaneous camivalesque dance” that is “very energetic and demands a lot of 
physical exercise”.
In order to justify his argument that frevo is not folk dance, Ramos compared the 
outstanding importance and popularity of frevo with that enjoyed by the dança do boi 
[bull dance]. He argued that frevo dance groups are invited to participate in a number 
of presentations throughout the year, that passistas perform in different settings and 
not only during the carnival period or on Folklore Day, as happens with those dances 
which are said to belong to the folkloric universe. However, the seemingly great 
popularity and social importance that frevo dancers are currently enjoying in local 
society, which Ramos had emphasised, was challenged in the third question. Ramos 
was led to acknowledge that for large sectors of the population of Pemambuco “frevo 
is carnival” only -  that is, for most people, frevo is a music and dance suitable for, or 
valued during, the carnival period only. He also tells us that passistas wearing 
costumes outside the carnival period are exposed to people’s mockery, and further 
complained about the fact that frevo songs are not played on radio stations as much as 
other Brazilian popular musical genres, such as baiana music, samba and brega.
When Valdemiro states “I don’t quite agree with the idea of passo being just a folk 
dance”, the use of the word just in this context leaves no doubt that he understands the 
labels of ‘folk’ or ‘folkloric’ as implying derogatory connotations to the dance. And 
conversely, when he chooses the label of classical dance for passo, it is because he 
believes that this label implies positive connotations which would improve the social
ACT I  -  The background scenario
reputation of dancers and would also increase the artistic value of the dance itself in 
local society. Miro did not explain why the label of folk might depreciate the value of 
frevo dance; instead he opted to add more justifications for regarding frevo as a 
classical dance. Miro points out that frevo dance has its own aesthetic qualities which 
please the audience’s eyes, with beautiful movements and juggling that a passista 
knows how to do. He also stresses that frevo has the power to attract tourists to the 
state, whereas ballet in Recife lacks this capacity. Moreover, frevo has the power to 
characterise its own region; it is a postcard of Pemambuco, Recife. For these reasons, 
he thinks frevo is indeed a classical dance, not a ‘folk dance’.
Inès’, Ramos’ and Miro’s opinions are in agreement with the point of view of Mestre 
Nascimento do Passo, from whom they teamed how to dance and teach frevo. For 
Mestre Nascimento, “frevo is the most classical dance of Brazil”. Nascimento 
explained that he came to this conclusion after many years’ experience of teaching 
and watching dance. He emphasised that he had taught frevo dance in the best 
academies of classic ballet in Recife, such as the Studios de Danças and Marlene 
Vilarinho, and that he had also had the opportunity to watch dance performances from 
Russia, France, England, Pern, Colombia, Japan and China at many dance festivals in 
Brazil and abroad. Therefore, it was only after he had considered what he had seen 
and experienced that he came to realise that “passo has more steps than most dances 
in the world, and the only dance that could challenge passo’s supremacy in this 
respect is classical ballet”. Conversely, Nascimento also said, “the frevo from 
Pemambuco is the only dance that can challenge the pre-eminence of classical ballet”. 
Moreover, Nascimento pointed out that just as ballet technique is transmitted with 
“wisdom ” and “education”, so too is frevo dance. Thus he is convinced that “frevo is
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a classical dance^\ In addition, Mestre Nascimento significantly pointed out that he 
was stressing the good qualities of ballet, but as far as he is concerned, no ballet 
teacher has ever spoken about the ‘wisdom’ and good qualities of ffevo dance. But “I 
am here to cry out in defence of frevo” -  he concluded.^^
I have noticed a number of occasions on which Nascimento protested wholeheartedly 
against the widespread idea of frevo being seen as a mere carnival performance, or 
being equated with carnival and consequently of passo becoming stigmatised as a 
‘crowd carnival’ dance and passistas being treated as anonymous crowd-folk dancers.
Prior to the publication of Danças populares como espetaculo publico no Recife de 
1970 a 1988, I gave a copy of my MA dissertation to Nascimento to read, as I was 
interested in finding out his opinion about the text I had written, particularly the 
chapter that is dedicated to his artistic pedagogical work. Nascimento approved my 
initiative in writing academically about popular dances as public performances, 
particularly because, in his words, it would inform new generations that “ffevo is not 
the jumping, jumping, jumping of carnival”. Nascimento continued to point out that 
the tourism agencies wanted to represent the group of passistas and ffevo musicians to 
foreign audiences as if they were the embodiment of carnival and would say rudely to 
passistas: “Go passista, jump, jump, jump, jump! Pretend it is carnival!” Nascimento 
protested against this type of treatment because, in his opinion, it disturbed the 
conductor, the musicians, and distressed the passistas. According to his testimonial 
“this is the greatest aggression that they could commit towards the dance, because the 
ship is still very far away ffom the quay and because the foreigners might have their 
cameras and want to see carnival from a distance, frevo has to be played and danced”.
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Moreover, Nascimento also protested against the tourist agents’ lack of understanding 
and respect for the choreographed warm-up that he, as a teacher and choreographer, 
created as an introductory opening to his dance group’s show. In this respect 
Nascimento says:
“They don't have any respect for the artist, in any way. For this reason 
they still do not respect my intention to show the tourist the beauty of the 
gymnastics, the movements, the steps. The proof is that a lot of agencies 
have stopped contracting me because they don’t think it goes down well to 
show a frevo class, and its choreographed movements. But what they don't 
see is that, what does not go down well is their inhumanity: putting a 
handful of passistas and a handful of musicians in the scalding sun, for 
two, three hours, and then to pay them an insignificant sum -  when they 
do pay, for they sometimes don’t. We work today and are sometimes paid 
three months later.
But I know that after the 30 basic frevo steps have been performed, we 
have the pleasure of displaying those students who have undertaken the 
physical exercise, and practised my teaching method are now able to 
dance beautifully and enchant the tourist. Then, the Europeans can say:
Yes! This is good! Because there is a whole preparation, there is ‘know­
how’. But instead, they do it as if we were a crowd: -  Go, go passistas!
The tourists are arriving! Go, go, pretend it’s carnival, make them believe 
it is carnival... So, this has infuriated me throughout my whole life.^^
Nascimento concludes his testimonial by saying that the publication of Danças 
populares como espetaculo publico is very opportune because it will raise the issue 
that “the artists have to be respected”.
No doubt, for Nascimento, the choreographed warm-up is clearly a fundamental part 
of the whole dance presentation. It is an exhibition of the frevo dance technique and 
proof that the dance has a teaching method. As I understand it, that brief introduction
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of choreographed frevo dance movements is Nascimento’s pedagogical and artistic
way of achieving two major purposes. It warms up the passistas to perform their
improvisational solos later without the risk of injury. As passo is a dance of short
duration which demands energy to perform, this is also his strategy for extending the
duration of the whole frevo dance performance without leaving the passistas out of
breath, so that the artistic quality of the whole frevo performance, which always
culminates with the improvisational frevo solos performed by each passista
individually, is not put at risk. Valdemiro Neto has explained the importance of the
introductory choreographed warm-up as conceived by Nascimento as follows:^^
“The way we perform, we show how our work has been built up. Because 
if we say that frevo is physical exercise, and therapy, and just throw the 
people into performing their show, then the outsiders will say: ‘how can 
this possibly be physical exercise or therapy? Do I have to do all that?’
Then, they may think: ‘No way am I able to do all that’, and consequently 
they will not be interested in attending frevo dance classes. So, the way 
our presentation is structured, we show where our dance work has
developed from, and how it has been done. It makes people aware that
frevo is a form of physical exercise; and also that it is from this physical 
exercise, this therapy, that the dance’s creativity comes. In this way, we 
are encouraging newcomers to join us in practising frevo dance. If we 
want to do away with the idea that frevo is a carnival dance, that it 
belongs to carnival, this is also a strategy to show to the public that frevo 
is a form of therapy, of gymnastics, which improves your health, and 
organises your body structure.”
Nascimento’s rejection of the stigma of identifying frevo dance as a carnival dance 
was also re-stated during our first in-depth interview tape-recorded in 1996. He
observed that, because of this harmful idea, many dancers avoid saying that they
dance frevo, Nascimento says that he becomes very unhappy when, at times, he sees 
that:^ ^
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“People are dancing frevo steps, showing the strength of frevo but they 
don’t want to assume that that it is frevo dance because frevo is carnival.
This has already become a disease! Frevo is not carnival. Carnival is a 
grandiose, enormous party, and the people of Pernambuco have the great 
good fortune of having frevo which is the hottest music, and the most 
energetic dance. But in this carnival festival, there are dozens of rhythms.
Some people take part in carnival naked, others dressed, some with a 
painted face, others with a bare face. Carnival is a grandiose party, in 
which frevo is the most exciting rhythm, and passo the most arousing 
dance. Do you agree? But frevo is music and passo is a dance. Stop 
keeping this in anonymity!”
No doubt the great majority of passistas and frevo teachers interviewed are aware that 
the labels of folk, camival,"^  ^crowd dance reduce the value of frevo dance, and should 
therefore be avoided. They understand that these labels are not value-free, but loaded 
with derogatory connotations. And conversely, they also understand that the term 
classical conveys the positive idea of something that is considered to be of a very high 
standard, or which society believes has acquired a lasting value. For this reason, 
passistas argue that both frevo dance technique and its teaching method have over 
time developed and acquired their own style, which is also able to enchant audiences; 
frevo therefore deserves to be regarded as a classical dance, just as ballet is. With this 
intent, they stress the plurality of frevo’s aims, and do not allow the artistic and 
therapeutic values of the dance to be denied in favour of purely entertainment 
purposes.
Moreover, just as with most professional artists in the broad area of performing and 
fine arts, talented passistas and passo teachers, who have opted to make a living out of 
frevo dance, do not want to be treated as anonymous people mixed with a crowd.
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They want to enjoy a better social reputation, and to see the fruit of their artistic and 
pedagogical work being valued, and their names known in the society in which they 
live.
The viewpoint adopted in this research borrows and expands on some of the
fundamental ideas discussed by John Blacking, regarding the classification of music
into folk, art or popular. In relation to these labels, the author says:
“As descriptions of different kinds of music, or even of the musical 
cultures of different social groups, the labels are meaningless and 
invariably misleading. They are also value-laden terms that are often used 
without specification of underlying assumptions” (1981:12, emphasis 
added).
Moreover, Blacking argues that “labels such as ‘folk’, ‘art’ and ‘popular’ tell us 
nothing substantive about different styles of music’\  and he also argue that “as 
categories of value they can be applied to any music’'’ (1981:12 emphasis added). 
Blacking defines ‘popular music’ positively as “music that has succeeded in its basic 
aim to communicate as music.'’" In short, ‘popular music’, as a category of value, is 
music that the majority of people value most. In this sense, and according to the 
author’s opinion, the label ‘popular’ can suit all styles of music including “Bach, 
Beethoven, the Beatles, Ravi Shankar, Sousa’s marches and the ‘Londonderry Air’” 
(1981:13). Although Blacking suggests that “‘folk music’ and ‘art music’ could also 
be treated as categories of value rather than as types of music”, he does not develop 
this argument further in his article.
Blacking’s postulate supports the opinions and aspirations of frevo dancers. Because, 
if the music of Bach and Beethoven can be regarded as ‘popular music’, conversely.
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frevo can also be regarded a ‘classical dance’ -  if the term is understood as a category 
of value rather than as a specific codified academic dance form. In fact, there is a 
significant similarity between Blacking’s proposition and, for example, Valdemiro’s 
assumptions -  particularly when he says that “frevo could be [respected] as much as a 
classical dance, why not?, and that “all those movements that the passista does, all the 
dancing, could be [considered] classical too”. The underlying message implicit in 
Valdemiro’s statements, as I understand it, is similar to Blacking’s, in the sense that 
Valdemiro is also thinking of the labels of ‘folk’ or ‘classical’ as attributions of value 
imputed onto dances -  not as particular types of dance techniques themselves. For this 
reason, perhaps, he shows enough confidence to challenge Valdemar de Oliveira’s 
opinion, possibly thinking that the widespread criteria which are preventing frevo 
from being regarded as a Brazilian classical dance are not valid ones.
No doubt, the passistas interviewed also agree with Blacking’s opinion that ‘folk’, 
‘popular’ and ‘art’ are “value-laden terms that are often used without specification of 
underlying assumptions”. The most dramatic opinion on this subject matter, however, 
was spontaneously uttered by Gilson Santana, artistically known as Mestre Meia- 
Noite, but without my having first questioned him on this topic.
It was 3 February 1996, a Sunday afternoon, when I, Gilson, his wife, his mother, son, 
daughter and a few other students of the Daruê Malungo school were all watching the 
video tapes that I had recorded of the school performances and dance classes. As we 
watched the dance tapes, I was asking Santana some questions in order to understand 
his choreographic intentions, the dance themes and so forth. It was in this context and 
without being asked that Santana uttered his opinion first about the term ‘primitive’.
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and latter about ‘folklore’. Mestre Meia Noite explains that for him, primitive means
“the way of life of the primates” but in the view of society, ‘primitive’ means “to be
ignorant, unconscious, not knowing what is being done”. “Do you like this term?” - 1
asked him. “No, I detest this word. I hate it” -  he replied. “Do you think this term
should be discarded?” -  I asked him, and Meia Noite replied: “for this term to be
repudiated, we, who live inside these ghettos and are labelled as such, are obliged to
prove whether we are ‘primitive’ [in the sense of society] or sociable and socialists”.
After a while, Mestre Meia Noite suddenly asked out loud: “Folklore... what is
folklore?”; and continued:
“Symbol of poverty, symbol of rabble, of people who do not have culture, 
so it is called folklore. In relation to which everybody says: That is 
beautiful! But everybody [he means, folk artists] is starving to death. Say, 
for instance, a popular display like the procession of Nossa Senhora dos 
Passoj, and of Nossa Senhora do Carmo, this is folklore! No one would 
convince me to the contrary. However, if candomblé holds any kind of 
display, then they [the dominant classes] say that it is folklore, because it 
is done by people who [according to their view] have no value, do not 
know what they are doing. So, what happens to us who are the majority of 
the [Brazilian] population?”
Santana’s startling speech leaves no doubt that, for him, terms such as ‘folklore’ 
[likewise the term ‘primitive’] have derogatory connotations and are used as 
ideological tools by the dominant classes. He therefore asks: why are the catholic 
processions not regarded as part of ‘folklore’, whereas the candomblé ceremonies 
are? It can be inferred from Santana’s questioning that, for him, the only but non­
convincing reason for that categorisation is because catholic processions are 
manifestations of religiosity with which the dominant classes in Brazil identify most.
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whereas candomblé ceremonies are manifestations of religiosity originally created 
and still kept alive almost exclusively by the oppressed classes in Brazil.
Santana’s heartfelt assumptions can be entirely validated through Florestan 
Fernandes’ thoughts. The Brazilian sociologist not only offers another argument for 
question of why the European upper classes originally became interested in the 
cultures of the common people, but he also sheds new light on the politico-ideological 
aspects of the problem. Fernandes asks: why does folklore appear as systematic 
knowledge -  or at least as an attempt to systematise knowledge -  in the middle of the 
nineteenth century, when it already existed as a non-systematic discipline, since 
antiquity? (1989:49) According to the author’s account, when the dominant classes 
had already taken full advantage of the 1789 revolution, it became useless to continue 
affirming the same principles which had once motivated the bourgeois revolution. It 
was precisely at that historical moment that Comte created a positivist philosophy, 
essentially reactionary; or, in other words, “a new philosophy of order, structured over 
the normal organisation of family and aiming to affirm, above all, that the last phase 
of evolution was being accomplished -  the positive estate -  the guarantee of stability, 
which the Western capitalist societies needed” (1989:51). Fernandes explains that 
Comte’s philosophy of gradual social development is based on the theory of 
biological growth as presented in the English evolutionism of Darwin and Spencer. 
According to this theory, humanity would have to go through three phases: one 
religious, one metaphysical, and one positive, in which rational explanations of the 
world would finally prevail. In reality, as Fernandes observes, this philosophy was 
being partially denied because, within one society two types of explanations 
coexisted: one characteristic of the positive phase (i.e. the rational and scientific
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explanations) and the other, which could be considered irrational or non-logical. In 
spite of being at the centre of neither Comte’s nor Spencer’s concerns, an explanation 
and interpretation of the coexistence of these two worlds had become imperative. So, 
the “irrational” or “non-logical” knowledge was unified and systematised under the 
name of ‘folklore’ -  an umbrella term that was able to cluster together all those 
elements: values, techniques, ways of behaviour, thought, material and spiritual 
cultures, which were incompatible with the positive phase of society -  according to 
Fernandes’ point of view (1989:51).
Florestan Fernandes also emphasises that positivist philosophy interpreted the 
phenomenon of cultural difference and social inequality -  that is, why some sectors of 
the population do not follow the general development of that society, or keep the 
ancient ways of life, of thought and practices -  as an unavoidable and unchangeable 
social fact. Although all societies in the course of their historical development have 
had to go through certain phases, inevitably, ‘progress’ within a determined society, 
will not be accomplished equally. Those individuals who have not followed 
‘progress’, in the civilised societies, have been seen as ‘the people’, whereas 
‘folklore’ has been defined as popular knowledge and survivals. What is implied in 
this thought, as Fernandes observes, is that the bourgeoisie is the only social class 
which is able to accomplish ‘progress’, and this assumption, the author points out, is 
evident in all concepts of ‘folklore’, of that time, including the one made in the First 
Report o f the Council o f the Folk-lore Society (Fernandes: 1989:52).
Moreover, Fernandes stresses significantly that the ‘social’ character of the 
preoccupation of the bourgeoisie with ‘the people’, or ‘the folk’,"^  ^ is an interest
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typical of liberal-democratic societies. However, besides this necessity of a purely 
sentimental order, the historical interest for ‘folk cultures’ has represented, above all, 
the bourgeoisie necessity to formulate an answer to the concept of the ‘people’, 
understood as those who are dispossessed and dominated -  i.e., the proletariat, in 
Marxist terminology. Because, according to the historical materialist concept of 
development formulated by Marx and Engels, the proletarian classes were the only 
ones able to accomplish real progress (Fernandes 1989:50-52).
It is beyond the purposes of this thesis to discuss in depth this paradox between the 
ideologies of positivism and historical materialism. The purpose here is mainly to 
articulate Santana’s opinion, in particular, alongside that of Florestan Fernandes in 
order to give his voice a broader political, philosophical and historical dimension. It 
was only then, that I myself could understand Santana’s line of reasoning: for the term 
‘primitive’ to be repudiated, they, who live in the ghettos and are labelled as such, are 
obliged to prove whether they are ‘primitive’ [in the sense of society, i.e., ignorant, 
unconscious of what they do] or ‘sociable and socialists’ -  as previously quoted.
By doing this, I also intended to highlight the conservative ideology that has been tied 
to the notion of ‘folklore’ since its origin. The fact that the great majority of 
definitions of folk dance or folklore were all formulated and re-formulated fi'om an 
etic perspective only by scholars worldwide, and the fact that it was only very 
recently -  at least in Brazil -  that the voices of the so-called ‘folk artists’ were 
introduced into the scholarly debate about folklore, denounces the conservative 
character of the research methods that folklorists were expected to use. For this 
reason, I believe that folklore studies in Brazil have served mainly the interests of
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sectors of the dominant classes and outside researchers rather than the actual interests
of the ‘folk’ communities.' '^^
Since the label of ‘folk’ has been used as an ideological tool, its use inevitably implies 
certain types of attitudes (assumptions, and expectations) towards the so-called folk- 
artists and their creations. In the particular case of frevo dance, the existence of a type 
of ‘domino effect’ can be observed: because passo has always been regarded as ‘folk 
dance’, passo became stigmatised as a "carnival street dance\ i.e., a dance that is 
performed spontaneously for the purpose of entertainment on the streets during 
carnival time. As a result, passistas have been treated as anonymous crowd dancers, 
or as essentially non-professional folk dancers. It can be verified that the 
conservative theoretical assumptions that are embedded in the concepts of folk  and 
folk dance have, in practice, restricted the artistic development of frevo dance, and the 
social recognition of frevo dancers in Brazil in a number of different ways.
The review of the literature on frevo dance has shown that, although Brazilian 
scholars have valued the spontaneous and versatile character of passistas, they have 
tended to treat passistas as a vague category of anonymous dancers. The two 
widespread notions of anonymity and improvisation, which scholars of different 
nationalities and generations regard as indispensable for folk dances to be labelled as 
such,'^  ^were greatly used by Brazilian authors to approach passo and passistas.
It is worth noting, however, that anonymity -  i.e. “the state of not having your name 
and identity known, especially when you have done a particular thing” (Cobuild 
1993:51) is not an intrinsic characteristic or quality of any person, nor of any cultural
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manifestation -  including dance, music, literature and so forth. If there are artists who 
remain anonymous in the society where they live, this is a cultural attitude towards 
these artists and their creations. Even when a cultural product is created collectively, 
the individual names of the artists could be publicised or made known if there was an 
intention to do so.
Joann Kealiinohomoku argues that “some cultures do not place the same value on 
preserving the names of their innovators as we do”. The author exemplifies her 
assertion by saying that: “among the Hopi Indians of Northern Arizona, for example, 
there is no tradition of naming a choreographer. Nevertheless, they definitely know 
who, within a Kiva group or a society, made certain innovations and why” 
(1983:537,538). Kealiinohomoku’s argument might lead one to believe that, in some 
cases, it would be appropriate to think of anonymity as a “matter of cultural tradition”. 
Conversely, John Blacking’s opinion in this respect is very incisive. Blacking objects 
vehemently to the attitude of ignoring the names of the composers and performers, 
even if contemporary musicians insist that they have been inspired by spirits of 
departed ancestors, and consequently the authorship of some of their works should be 
given as anonymous. In response to this situation, Blacking states categorically that 
“musicologists have a duty to place compositions and performances of ‘folk’ and 
traditional music in the context of the history of music”. Moreover, the author stresses 
that:
“In the performing arts at least, the anthropological convention of the 
anonymity of informants should not apply, as I was reminded by a Venda 
critic who objected to my failure to give people’s names in the captions to 
the photographs for How Musical is Man?"" (1989:17)
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I agree with Blacking that researchers should never ignore or disregard the names and 
achievements of the artists they are writing about; but unfortunately, the “convention 
of anonymity” is not only “anthropological” -  as Blacking puts it. It is a long-lasting 
and deeply ingrained attitude amongst social scientists in general, including folklorists 
and historians as well.
Having said that, it is also important to consider that until the early nineteenth- 
century, or before the movements for national self-discovery had taken place in 
Europe, the history of ordinary people had never been written at all. Moreover, the 
very word ‘people’ was completely absent in the titles of books.^^ Consequently, 
when seen from a diachronic historical perspective, the interest in the common 
people’s arts'^  ^ in itself already represented a small but significant advance, when 
compared to the previous total denial of people’s cultures, arts and deeds.
The dominant positivist tradition of history dominated in Brazil throughout most of 
the twentieth century and it was almost exclusively concerned with the ‘great deeds’ 
of ‘great men’. This might also explain why the vast majority of Brazilian authors, 
when writing about the talented passistas from the lower classes, opted to follow the 
‘convention of anonymity’. This approach was certainly also in tune with the late 
eighteenth, early nineteenth century European idealised idea of folklore. Because, it 
certainly becomes pointless to investigate who the masters, and dancers who keep 
frevo dance tradition alive are, when frevo dance is regarded a “folk dance” which by 
definition is, or should be, ‘communally’ created, ‘spontaneously’ developed, but 
‘without the influence of any choreographer’ or master;'^* when it is presumed that the
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transmission of knowledge of the folk-dance technique from one generation to the 
next should occur far away from the formal institutions of learning and teaching.
In fact, the artistic contributions and innovations made by individual passistas and 
passo teachers (and this is probably true of the vast majority of artists belonging to the 
so-called folk universe) had neither been taken into account nor evaluated by 
researchers until the last decade of the twentieth century in Brazil. Two decades had 
already passed since the first recreational frevo dance school was founded by 
Francisco do Nascimento Filho in Recife, when his artistic and pedagogical work was 
finally discussed in a more sustained manner, and its far-reaching importance for the 
history of frevo in contemporary Brazil evaluated by Maria de Oliveira (1993). This 
explains why Nascimento welcomed so enthusiastically the opportunity to have his 
opinion taken seriously in the academic world.'^  ^Carlos Filho’s approach (1999) also 
constituted a shift in the traditional way in which the people’s arts had been collected, 
described and documented. My attention was caught by the fact that the author 
included the names of the great Masters and folk popular artists, related to a number 
of Northeast Brazilian artistic displays -  such as Maracatu, Mamulengo, Xaxado, 
Bacamarteiros, Bumba-meu-Boi, Reisado, Coco, Ciranda, Pastoril, Quadrilha, 
Cavalo-Marinho, Fandango, Caboclinhos and Frevo -  and he also recovered some 
relevant aspects of the artists’ life stories, which were told by the artists themselves.
There is a curious fact in the history of frevo and passo. Although, for many long 
decades, frevo dancers were treated as anonymous folk-artists; conversely, frevo 
musicians have always been regarded as quite well-known popular musicians. This is 
possibly the direct consequence of frevo music and frevo dancing having been
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categorised differently. Frevo music has always been regarded as ‘popular’, whereas 
its accompanying dance has been labelled as ‘folk’.
Valdemar de Oliveira, who first used in writing the term passo for the accompanying 
dance of frevo-de-rua, thought frevo music and dance should have two distinct 
names^  ^ possibly because he also thought they did not belong to the same 
categorisation. Oliveira argues overtly that frevo is not folk music, whereas passo is 
folk dance (1985:38); he says: “Frevo is far from being folk-music, because it 
originated and developed without asking anything from people’s soul, blood or race -  
but satisfying them. Frevo was something given to the people that they accepted” 
(1985:34). Moreover, in Oliveira’s view “the frevo composer is never anonymous and 
the musical elements that he uses not wrapped up in anonymity, as happens with folk 
music... Frevo is the work of a man, which is accepted by the community”(1985:41). 
Consequently, and in accordance with the theoretical framework he used to develop 
his historical retrospective on frevo and passo, Oliveira took care to register the names 
of the first popular musicians who composed fast tempo songs for carnival -  such as 
Juvenal Brazil, Faustino Galvao, Placido de Sousa, Nelson Ferreira, Eugenio Fabricio 
(1985:27-30). The passistas, on the other hand, who were thought of as belonging to 
the so-called folk universe, received the attention he thought was appropriate for folk 
dancers. They were therefore treated as anonymous dancers, or as unknown and 
nameless as the crowd of folioes following the pedestrian frevo-clubs. It was in a very 
casual and superficial manner that the names of one or another few talented passistas, 
such as Egidio Bezerra, Amaldo Francisco das Neves, known as Coruja and Francisco 
do Nascimento Filho were mentioned in Oliveira’s and some other texts written about 
frevo and passo.
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Considering that folk music in its classical characterisation normally partakes of the 
same criteria as folk dance, it seems relevant to probe the underlying reasons of why 
frevo and passo were categorised differently by Valdemar de Oliveira. This is even 
more intriguing if one considers that Oliveira was the first to use the expression “twin 
arts” (1985:11) when describing the manner in which ÙQYO-de-rua and passo 
originated in the streets during carnival times. Moreover, he also acknowledges the 
interdependent relationship between a number of music and dance genres worldwide 
-  when he writes:
“When the charleston invades the orchestras, the dancing floors are also 
invaded by the charleston. When the shimmy reaches our ears, it also 
reaches our eyes. The gentleman that [formerly] invited a young lady to 
waltz had already been aroused by the sweet Strauss melody. It may have 
always been this way, throughout the world: the polka, the maxixe, the 
paso doble, the rock’n roll as well as the iê-iê-iê of our days” (Oliveira 
1985:61).
Furthermore, Oliveira also believes that music and dance have some sort of vital link 
that should supposedly last as long as the two exist -  he says: “one thing [the music] 
always comes linked to the other [the dance], and in this way they will live and die, if 
they have to die” (1985:62).
There are two possible reasons why Oliveira has categorised frevo dancers and frevo 
composers differently. The first is because, frevo dancers and musicians originally 
belonged to distinct social classes. The early passistas, descendants of capoeiristas 
were “the barefooted people kicking and shaking their legs in the middle of the streets 
at the turn of the century” -  alluded to by Oliveira in his account of the origins of 
passo and frevo-de-rua (1985:11). “Barefooted” in this case might be seen as an
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indicator of the abject poverty of those folioes who had almost no spending power. In 
fact, until at least the end of the 1970s in Pernambuco, the number of individuals from 
the middle and upper classes interested in learning or actually knowing how to ‘do the 
step’ was extremely small.^  ^ Conversely, the vast majority of frevo musicians 
belonged to more privileged social backgrounds. The fact that frevo musicians had to 
be musically literate and have enough spending power at least to acquire their own 
musical instruments in order to play in a frevo orchestra might explain, in part, 
perhaps, why this was the case.^  ^Valdemar de Oliveira, for instance, was not only a 
doctor and a lawyer but also a conductor and musicologist; he started to compose 
frevo songs in 1925 under the pseudonym of José Capibaribe (Lima 1996:28).
The second possible reason is that frevo-de-rua is an orchestral type of music,
normally written in musical scores. Therefore, it is understandable why frevo-de-rua
could not be regarded folk music, since one of the classical criteria used to categorise
the ideal model of folk music is that it should rely upon the performance process
rather than on written scores (Buckland 1983:325). Passo, on the other hand, was
regarded as an improvisational dance par excellence, and the one sided exaggeration
of the spontaneous, creative and improvisational character of the dance led Oliveira
and his followers to presume that ‘if passo’s movements are eminently so variable and
unpredictable, then it is impossible to describe them. On this point Oliveira writes:
“Passo’s variants cannot be described as a pas-de-deux or a grand-jeté 
can. Its variants have a lot of impulsiveness, versatility, improvisation, 
instinct, so cannot be corseted within a rigid description, as certain 
monotonous dances of fixed and limited design can — as for example, vira 
and tarantela"" (1985:103).
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Although most previous Brazilian writers appreciated and praised the spontaneity, 
versatility, and creativity of the passista, they either completely ignored or overlooked 
questions such as: how did passistas learn the essential frevo rhythms? -  which 
Oliveira points out as a pre-condition for an outstanding improvisational passo solo to 
occur; or how did passistas acquire their versatile and elastic bodies? or, how did they 
learn how to dance frevo so well?
It is true that Oliveira greatly praised the passista’s musical and corporal technique, 
and he was indeed the first writer who made a distinction between dancing to the 
sound of frevo and actually performing a specific dance called frevo. Oliveira points 
out:
“What one should not assume is that everyone within the crowds of the 
street-clubs in Recife knows how to do, or is actually doing the true passo. 
Many follow the crowd trying to learn from the people [who know]. 
Therefore, one can see a lot of frevo without having seen the passo. The 
good passistas, with springy, elastic, flexible bodies stand out easily 
because of their technique, and it is to them that one should pay attention, 
because they deserve it. They are the only ones who have learned the 
essential rhythms of frevo, the only ones who truly atomise themselves, 
proud of their individual statements”(1985:124).
Oliveira’s acknowledgement that not everyone following the frevo-clubs and dancing 
to the sound of frevo music was actually ‘doing the step’^^  certainly represented an 
advance on the way frevo dance technique had been previously approached. Cascudo, 
for instance, designated frevo as a dança de multidâo [crowd dance] (1993:346), 
possibly because he presumed that to dance to the sound of frevo would be equal to 
performing frevo dance, regardless of how one moves. It follows from the underlying 
belief implicit in this presumption, that there would not be a specific dance technique
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to be learned or embodied by frevo dancers prior to their improvisational 
performances.
It is the solo improvisations performed by the unknown passistas-folioes following 
the pedestrian frevo-clubs along the streets in Recife at carnival time that Oliveira is 
referring to in his Frevo, Capoeira e Passo. Not only this book, but indeed the great 
majority of literature available in Portuguese on frevo and passo are exclusively 
focused on the first decades of frevo and passo’s existence, a period in which passo 
was danced almost exclusively in street carnival settings primarily for the purpose of 
entertainment. Therefore, the informal, non-professional character of passo 
improvisation performances prevailed. This might explain in part why the European 
romanticised theoretical framework seemed to be so suitable for interpreting the 
spontaneous passo improvisations performed by unknown dancers in the context of 
great spontaneity and freedom of expression that pervades street-camival.
No doubt, Brazilian authors observed the passistas’ instantaneous performances based 
on vague and non-realistic conjectures about what should constitute ‘improvisation in 
folk dance’ -  as will be demonstrated in section 6.2.2. Discussing passo 
improvisation. They therefore had a strong tendency to overemphasise the 
spontaneous aspect of the instantaneous passo solos performed on the streets during 
carnival and to neglect almost completely the role that physical technique had within 
passo improvisations. Although some of the frevo steps were briefly described in 
words and photographs, they wrote nothing about the movement qualities of these 
steps, or how these steps were structured within the dance in order to form 
distinguishable movement statements. In short, frevo steps were verbally described in
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a rather superficial maimer and without the support of any movement analysis 
method. In conclusion, the ‘lens’ through which Brazilian writers, such as Cascudo, 
Oliveira, Duarte and Silva, among others, saw the passistas-folioes ‘falling into’ passo 
during carnival, and the dominant theoretical frame that was available for them to 
make sense of passo dancing led them to jump to misleading interpretations and 
conclusions such as:
1. Passo is a type of improvised solo dance that presumably has no rules -  as if there 
were no type of constraint or rules to organise or structure the passistas’ 
creativity. Thus, it was as if passistas were actually enjoying total liberty to move 
as freely as they pleased.
2. Passo dance is essentially the fruit of the passistas’s spontaneity. But 
unfortunately spontaneity was understood in terms of the natural impulses that 
preclude previous training, preparation or systematic study.
As a consequence of these mistaken ideas, there arose a belief which became deeply 
ingrained in the minds of a number of scholars and frevo dance admirers that the 
formal study of passo would spoil its spontaneous and improvisational nature -  as if 
artistic knowledge were somehow beyond analytical investigation, which would threat 
the inspiration and spontaneity of the creative experiences.
Possibly because the Brazilian writers lacked appropriate movement documentation 
skills and thought themselves to be powerless to attempt to ‘preserve’ the frevo dance 
steps in a reliable written form, they turned to defending what they thought should be 
the main characteristic of passo to be preserved: the improvisational character of the 
dance. It is true that improvisation is indeed a fundamental aspect of frevo dance 
performances, and in this respect, their opinions will be validated by the voices of
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many professional passistas in Recife, quoted in section 6.2.2. Discussing passo 
improvisation. The writers’ inadequacy was simply to have approached ‘passo 
improvisation’ as if it were a phenomenon that precluded any previous elaboration, 
training or general preparation. The widespread and misleading assumption that 
genuine folk dance should always be performed spontaneously -  but presumably 
without any general preparation -  might explain, in part, why Nascimento’s idea of 
introducing choreographed movements into his frevo dance school group 
performances was not immediately understood and accepted by sectors of the local 
society.
In this respect, it is worth noting that until the 1980s the idea of passo being taught in 
any formal teaching-leaming situation or at schools, was thought of as suspicious by 
some Brazilian folklorists. Mario Souto Maior, for instance, in his foreword for 
Carmela Cardenas’s book O uso do folclore na educaçâo: o frevo na didatica pré- 
escolar (1981), agrees with Cardenas’ idea that frevo should be included in the pre­
school curriculum. Similarly to Cardenas, Maior believes that the citizens from 
Pernambuco should learn how to ‘fall into passo’ from their earliest childhood when 
they enter kindergarten. In this way, children would develop stronger ties with the 
“traditional roots of their own region.” However, Maior also points out that he is 
against the idea that “passo can be taught as if it were ballet, that is, with rules, and its 
own invariable choreography, because this doesn't happen in relation to frevo that, 
above all, is the result of individual inventiveness”(Cardenas 1981, emphasis added). 
As I have argued elsewhere (Oliveira 1993), in the first place, it is a mistake to think 
that rules and choreography would make a given dance invariable. In the particular 
case of ballet technique, it is a well known fact that, the teaching of classical ballet
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technique has been divided into many schools with distinguishable styles -  and these 
stylistic variations are certainly a result of the innovation and creativity of ballet 
practitioners and ballet teachers. The ballet repertoire has also been constantly re­
created according to 1) the physical and technical conditions of dancers, 2) the 
material production constraints of the spectacles, and above all 3) the wishes and 
creativity of contemporary choreographers. The recent re-interpretation of 
Tchaikovsky’s Swan Lake, directed and choreographed by Matthew Bourne, and 
performed by the Adventures in Motion Picture dance company, in Piccadilly Theatre, 
London, is one of the foremost examples of how changeable the classical repertoire 
can be.^
In fact, it would be virtually impossible to think of any dance that is not the result of 
the creative practices of its practitioners. However, because folk dances are in general 
often thought of as representing some sort of regional or national identity, and frevo 
dance in particular has been valued as a stereotyped commodity that has the power to 
symbolise the whole community of Pernambuco, the stylistic variations of this unique 
dance have neither been valued nor praised as significant Jfruits of the artistic 
creativity of fi^vo dance professionals, frevo dance groups and schools.
These are, in conclusion, some of the most drastic consequences which befall passo 
and passistas as a result of their having been regarded as ‘folk dance’ and 
dancers’ respectively. Of course, it is not enough to simply discard derogatory labd^  
in order for distorted views or discrimination to be rectified in society. However, it^  
of crucial importance that classificatory labels are used with the awareness that thej 
are simply names imputed onto dances, which say nothing substantial about #
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artistic content of the dance (or music, or play and so forth) one is referring to. Just as 
“there is no such thing as a primitive dance”, but “dances performed by primitives 
[i.e. primates], and they are too varied to fit any stereotype” (Kealiinohomoku, 
1983:534), there is no such think as a ‘folk dance’, but dances performed by the folk 
[i.e. the people], and they are too varied to fit any stereotype. And if one understands 
that everyone who shares at least one common factor belongs to a folk group -  as 
Dundes has suggested (1965:2), it follows that every dance is necessarily a folk 
dance. Furthermore, all dances that have developed over a long time span, which are 
traditional in form, style and content, and which are thought to be of lasting value, can 
be regarded as classical dance. Therefore, to think of frevo as a folk dance is just as 
appropriate as to think of it as a classical dance.
Over a span of one hundred years, passo has undergone significant changes in relation 
to its form, artistic content, dance technique, social purposes and so forth. At present, 
passo is performed throughout the year, by both professional and amateur dance 
groups in many different settings: theatres, schools, hotels, street pavements and so 
forth, and for a plurality of purposes: entertainment, professional, artistic and 
therapeutic. The existence of renowned Masters and professional passistas is a fact 
that can hardly be ignored at a time when the knowledge of how to dance ffevo is 
available to the general public in regular and short courses held in private and state 
schools and dance academies throughout Recife. This is therefore an opportune 
moment for the passistas’ artistry to be taken as an object of academic research.
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1,6. The choreological analysis o f  frevo: purposes and methods
The social and political issues affecting frevo dancers and how passo has been 
labelled and used in Brazil have been discussed in the previous section with the 
foremost intention of situating passo within the web of power relations in 
contemporary Brazil, and also to clarify the political-ideological worldviews which 
have inspired and guided my research. In other words, these topics are not the main 
foci of interest of this academic research. I must also make clear from the outset that, 
although the thesis not only acknowledges but actually documents the changing 
nature of frevo as it moves towards professionalization, theatricalization and wider 
exposure as a tourist commodity, this does not mean that the social and political 
situation in Brazil is the focus of my research -  as it is, for instance, the focus of 
Daniel’s research, whose major intent is to relate social change in contemporary Cuba 
with the changing nature of rumba dancing (1995:16). In other words, I agree with the 
premise that “social change can generate change in dance and, conversely, that change 
in dance can be identified, analysed, and understood in terms of social currents and 
societal conditions” (Daniel 1995:1). However, the investigation of the changing 
nature of frevo, or the interconnections between social, economic and political 
changes in Brazil and the changes that have occurred in the form, content and 
purposes of frevo dancing throughout its history of approximately one hundred years, 
is not a major concern of the thesis.
As already stated in the Prologue (p.l), the main purpose of the present thesis is to 
describe, to document, and to analyse frevo dance choreologically in contemporary
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Brazil, in order to unravel the uniqueness, or idiosyncratic qualities of frevo dancing, 
which distinguishes it from other dance genres in Brazil and abroad.
This also explains why the thesis does not approach frevo dancing historically and 
developmentally, or reconstruct diachronically the history of frevo dancing from its 
origins to the present day -  as, for instance, Daniel (1995) has done in relation to the 
Cuban rumba. The question of how did frevo originated (which also encompasses the 
questions of when, where, why and by whom) will be considered only when particular 
information about frevo’s origins can shed some light on the discussion and 
understanding of some features of frevo observable in contemporary Brazil.
Having said that, I must also clarify that, although the structural analysis of passo is 
the main focus of the thesis, it is not an end in itself, but a stepping stone towards the 
discovery/ascription of meaningful interrelationships between passo, passistas and 
carnaval. The major goal of the research is therefore to a great extent in tune with 
what Suzanne Youngerman has denominated as “a synthetic approach to the analysis 
of dance”, in which one “strives ultimately to determine in what ways a particular 
dance form, its manner of execution, its socio-cultural context, and its cultural role 
and meaning are interrelated phenomena” (1975:11).
o  n
No doubt, dance scholars worldwide share in common the beliefs that dance is a 
complex or multi-faceted phenomenon, and that the ideal study of dance should 
incorporate both its artistic and its social dimensions. Nevertheless, the answer to the 
question of how to interconnect meaningfully the micro world of the dance with the 
macro world of society remains problematic. In fact, I believe there is no single
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workable answer to that question; and it seems that those who want to develop an 
approach to the analysis of dance that is at once ‘holistic’ and ‘synthetic’ have no 
choice but to deal with the scarcity of dance research methods and find alternative 
ways to surpass this limitation.
Youngerman believes that “the lack of a systematic discipline of dance analysis could 
turn out to be an advantage to the dance researcher,” because, under those 
circumstances, dance researchers “should be able to create a perspective and a 
methodology that eschews ethnocentrism and is applicable to all dance research 
problems” (1975:117 emphasis added). Regardless of whether such an ideal 
methodology can ever possibly be created, as Youngerman argues optimistically, it is 
undeniable that the lack of a systematic discipline of dance analysis gives dance 
researchers much more freedom to either choose, invent or to integrate distinct but 
complementary methods of dance study.
The biggest but most fascinating challenge for dance researchers aiming at a 
holistic/synthetic approach is to find alternative ways to prevent the description of the 
dance movements and the discussion of the cultural context and background of the 
performances from being treated as separate topics, which is one of the most serious 
shortcomings of the supposedly holistic studies of dance, as Youngerman has 
appropriately pointed out (1975:118). The great majority of the structural analysis 
methods developed by both Eastern and Western European dance scholars do not 
offer a plausible solution to the problem of how to incorporate organically the artistic 
and the social dimensions of the dance in a integrated text. This is understandable 
since the main objectives and principles guiding the European dance scholars’
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research have for many decades been primarily focused on "1) [the] systématisation 
and classification of a given dance culture according to its history, type and function; 
2) comparative research: regional dialects and inter-ethnic relations; 3) the process of 
change in dance” (Giuschescu and Torp, 1991:3).
Martin and Pesovar’s methodological contribution to the determination of the motive 
types of Hungarian dances, and their compilation in catalogues, might be regarded as 
a useful tool for recognising the various dance types of a region or country, and for 
making comparisons between those dances. Their method, however, is mainly 
focused on (or corseted in) the structural principles governing dance alone. (See 
Martin and Pesovar, 1963 and 1961). So too are the methodological and 
terminological guidelines proposed by the I.F.M.C. Study Group in 1972, and 
published in 1974, in the Yearbook o f the International Folk Music Council, 
establishing the foundations of the analysis of the structure and form of the so-called 
folk dance. Anca Giurchescu highlights similar thoughts when she says, in an 
underlined statement, that “the main scope of Eastern ethnochoreology has been to 
create methods and tools for dance study solelv in terms of dance itself’ (1984:34).^^
In this research the two systems of movement notation and analysis chosen for the 
descriptions and analysis of the frevo lexicon of moves and performances were 
Labanotation -  a system of movement notation designed for writing the physicality 
[the what] of body movement, and Laban Movement Analysis [LMA] -  a system 
designed to describe and analyse the qualitative aspects [the how] of the body 
movements. There are a number of reasons for having chosen these two methods.
ACT I  -  The background scenario 64
When Labanotation and LMA are used in conjunction, multiple layers of meaning 
that a dance may convey -  that is, the structural aspects of the dance movement and 
the qualitative character of the dance performance -  can be described, interpreted and 
analysed in fine detail. Moreover, as Youngerman has put it, “the two sides of the 
coin taken together, may help to illuminate what we refer to, but little understand, as 
‘style’” (1975:123).^®
Lababotation has increasingly been used by a number of dance researchers and 
movement analysts throughout the world in the documentation of an enormous variety 
of dance genres.^^ There is not much space left, at present, for the suspicion that 
Labanotation is not “a pragmatic answer for recording dance” -  as Kealiinohomoku 
affirmed three decades ago (1972: 389). Barbara Browning’s assertion that “dance 
notation has long been recognized as inadequate even to Western forms” (1995:35) 
might surely be regarded an exception but only i f  the author had had the care to 
support her unsubstantiated opinion with relevant bibliography. In fact, the 
presumption that this system of movement notation would only be suitable for 
recording so-called western theatre art dance has gradually dissipated among dance 
anthropologists, dance ethnologists and ethnochoreologists at present. In this respect, 
Brenda FamelTs article, “Ethno-graphics and the Moving Body” (1994), offered a 
significant contribution -  even though she has not added any original idea, as such, in 
order to prove the umversal applicability of Laban’s system of movement notation, 
but presented in new ‘garments’, its fundamental principles, which had already been 
disclosed by Laban himself, since at least the mid 1950s, and later re-stated and 
expanded by his followers.^*
A CT I - T h e  background scenario
Nevertheless, Famell offers a critique of the philosophical principles behind Laban’s
system of notation in relation to anthropological meaning, and she is also keen on
recognising that Labanotation is capable of solving all the problems that a movement
notation system has to solve in order to write human “action” that is different from
“gross physical movement” because -  as Famell significantly points out -  it takes into
account what the agent intended.^^ The author takes as an example the actions of
raising the arm when motivated by three distinct purposes, shows how subtle, but
significant, differences may occur in these similar human actions, and demonstrates
how these subtle differences can be recorded in Labanotation. By verifying that
Labanotation is always written fi*om the actor’s perspective rather then the observer’s,
Famell came to the conclusion that it has “a built-in assumption of agency” (1994:
939-40). Therefore,
“What the script records is neither talk about the body (the objectivist 
perspective) nor talk o f the body (the subjectivist/phenomenological 
experience of moving) but rather ‘talk’ from  the body -  the enactment of 
the body in the agentive production of meaning” (Famell, 1994: 941).
The idea that one needs to think in terms of movement in order to analyse movement 
properly is clearly at the core of both of Laban’s methods of movement notation and 
analysis. Moreover, Labanotation is capable not only of writing all anatomically 
possible bodily action in ways that will preserve the identity of the movement, but it 
also makes possible accurate reproduction of it. In fact, in accordance with Laban’s 
ideas and wishes, the creation of a library of written dances is one of the main uses 
which notation has to serve (1975: x).
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The documentation, in movement scores, of entire passo solos is not one of the 
purposes of this research. However, the production of ‘kinetograms’^ ® of basic ffevo 
steps, although not an end in itself, was extremely helpful in the process of 
understanding this unique dance genre, because, as Van Zile has explained, “the 
analysis required to notate movement provides ways to separate movement 
components and to conceptualize them” (1999: 94). Moreover, passo kinetograms are 
unique data, which not only support the verbal descriptions of passo moves but also 
their interpretations. By analysing the frevo step kinetograms, the recurring 
characteristics of the dance could be identified almost effortlessly, and so too the 
general stylistic features and the aesthetic principles of ffevo dance. For these reasons, 
I have no doubt that the task of ‘Labanotating’ frevo steps was crucial for the 
discussion of the movement dimension of the dancing to take part in the debate the 
way it did: as tangible artefacts that allow the crossing of linguistic barriers, and give 
an opportunity to the readers, who have knowledge of the movement system, to 
understand the passo movements not only intellectually but also kinaesthetically. That 
is, if they want to have the feel of the passo movements in their bodies, they may 
stand up and perform the movements they are reading about.
Laban Movement Analysis has been chosen as a research tool, firstly because this is 
the most comprehensive system of dynamic study available at present for dancers and 
dance scholars to grasp the dynamic qualities of movements.^^ Secondly, its use 
allows the identification of fundamental and recurring qualities of passo’s vocabulary 
of moves — which ultimately characterise passo’s general performance style. Thirdly, 
LMA is a solid and open ground on which one can trace meaningful interrelationships 
between dance, dancer, and cultural contexts.
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By using LMA in this research, significant links between passo, passistas-folioes and
carnaval have been drawn, and this was only possible because the principles that
provide the conceptual foundation upon which the fi-amework of LMA is built are
applicable to any type of dance and to any human movement. In other words, this
comprehensive analytical system makes it possible for one to examine, in fine detail,
three basic elements: 1) the use of the body, 2) the use of space, and 3) the use of
dynamic energy. However, each one of these three elements comprises a number of
sub-components, which are summarised by Carol-Lynne Moore and Kaoru
Yamamoto as follows:
“The differentiation of gestures, postures, and types of initiation provide 
analytical tools for studying body usage. Attention to the locale or area of 
space in which the movement occurs, the shape of the trace-form, and the 
dimensional orientation of the action help us to decipher the use of space. 
Finally, the perception of the qualitative variations in focus [space], 
pressure [weight], time, and flow  provide insight into the changing 
dynamics of human effort”( 1996:203).
So, in this research, the same motion factors of Space, Time, Flow, and Weight were 
applied in relation to both passistas and typical carnival folioes. In this way, a number 
of interconnected similarities in terms of inner attitudes towards particular motion 
factors, and typical ways in which passistas and folioes use their body in time and 
space became evident.
The terms passistas-folioes (in plural form); and passista-foliao{a) (in singular form), 
are used in many sections of the choreological analysis, without the name(s) of the 
passista(s) or foliao (oes) being credited. These generalised abstract categories of 
individuals are in fact necessary tools in the attempt to unravel the general
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characteristic of passo -  at this level also considered as an abstract generalised 
category of dance. I must also clarify from the outset that my interpretations and 
conclusions are based on 1) my own observations, experiences and deductions as a 
passista, folia and frevo dance researcher, 2) what passistas have said to me in 
interviews, 3) what passo movement analysis suggests, and 3) how the folioes that I 
know or hear or read about generally behave.
I trust that the outcome of the research in itself will suffice to refute the misleading 
assumptions that Laban’s system of movement analysis is fundamentally detached 
from context (Adshead, 1990:24); and that “the classifications involved and the 
interpretation of meaning that accompanies them tend to be made entirely according 
to the values that Europeans and Euro-Americans attach to different uses of energy, 
spatial directions and bodily use” (Famell, 1994:969, endnote 26). I believe 
Adshead’s and Famell’s s criticisms of the LMA method are misleading because it 
seems that both authors have confused the limited use that scholars might have made 
of the LMA method with the actual principles and characteristics of the method itself. 
No doubt, the interrelationship between culture, history and the choreographic process 
is just one possible way, among others,^^ in which LMA has been applied in 
ethnographic research. Suzanne Youngerman’s essay “The translation of a culture 
into choreography -  a study of Doris Humphrey’s The Shakers, based on 
Labananalysis” (1978) and Sally Ann Ness’s Body, Movement and Culture -  
Kinesthetic and visual symbolism in a Philippine community (1992) might be 
regarded as two examples of successful pieces of dance research within this 
interpretative area of investigation.
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I must say that one of the greatest reasons that led me to choose Laban’s methods of 
movement description and analysis is because Laban, as I see him, was one of the -  if 
not the -  most ‘organic’ movement theoreticians of the last millennium. No doubt, 
Gramsci’s ideal of an organic intellectual -  who should from technique-as-work, 
proceed to technique-as-science and to the humanistic conception of history -  has 
been accomplished to great extent by Laban in the particular area of dancing and 
movement studies.^^
This is because Laban was not only a man in tune with, or concerned about one of the 
major problems of his time: the mechanisation of work and life; he actually dedicated 
his life to trying to find, through distinct types of movement research and 
experiments, plausible solutions to improve the quality of people’s bodily expression 
and use. One of the major reasons that led Laban to study movement, in his own 
words was “the conviction that human beings should be more discerning with their 
efforts than they generally are”, and he also foresaw the countless benefits people 
could achieve in terms of “inner fi*eedom and liveliness”, once they had mastered 
ejfort study -  i.e. how to use their own bodily power in the most efficient ways 
(Laban 1951, unpaged).
During his childhood, Laban greatly appreciated peasant dances, religious
processions, court ceremonies and so forth, which were not only still alive in his home
country, but were also an integral part of social existence. Laban explains his
fascination for these types of movement manifestation as follows:
“If one grows up surrounded by people to whom forceful and gay, solemn 
and deeply felt leisure-time activity is an important part of life, one cannot 
fail to be impressed by the richness of such events. The expectation of the
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next seasonal or religious festivity irradiates into the appreciation of 
purely aesthetic entertainments such as theatrical performances” (1951, 
unpaged).
Laban also recalls that “work itself was in those happy times and places accompanied 
by plenty of singing and gaiety;” and that “there was a great variety of bodily 
movement in work, and one was glad to have the opportunity to perform it in a 
sensible and meaningful manner”( 1951, unpaged)
No doubt, Laban had inborn eye and ear for the appreciation of the beauty of all sorts 
of movements, as they occur in life situations in general -  and not only within the 
theatre. It was only because Laban was touched by the beauty of different kinds of life 
movements that he viewed with anxiety and distress the disruption of a type of life 
(movement) style by modem civilisation. Laban saw the spread of mechanised work 
and industry as “a monster engulfing the lovely dances and the splendid body 
attitudes of people into a dark and dmdging mechanicality and angularity” (1951, 
unpaged).
As Warren Lamb has pointed out, Laban thought movement to be a common 
denominator to life -  including science, industry, education and all stage work. Laban 
believed that if one trains in movement and then goes into art, education or whatever 
is one’s chosen field — the artist, teacher, or industrial worker will become a better 
specialist. This is because, in his opinion, the study o f the general principles of 
movement would help one’s technical performance, creativity, self awareness, and 
body/mind co-ordination. (Lamb, 1986:9 emphasis added). Moreover and io 
accordance with Lamb’s opinion, Laban thought that, in the course of time, training in 
basic movement would be accepted as complementary to literacy. In other words,
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“just as we educate ourselves through words so it will be deemed desirable to educate 
ourselves through a coherent discipline of movement” (ibid. p 13). This means that 
“for children to grow up intellectually brilliant but obtuse in the way they move their 
bodies will be regarded with as much disdain or compassion as illiteracy is currently 
viewed”. Consequently, “people will consider it as important to have a space for 
movement in their homes as to have a library of books” (ibid. pp 13-cl 4).
For these aforementioned reasons I believe that the presumption that the concepts and 
principles of LMA is applicable just to particular types of dancing (in a particular time 
and place), or that these concepts and principles are detached from their context(s) 
does not do justice to the depth of what Laban opened up for study. Because, as Lamb 
has been keen to recognise, even in his early years, Laban was concerned with 
“MOVEMENT; Basic Movement; Movement as a common denominator” (ibid. p 13) 
-  not with dance movement in particular, let alone with any particular type of 
dancing.
I have also assessed and interpreted passo’s choreographic codes and conventions 
using Susan Foster’s guidelines (1986) for the viewer ‘to read’ dance -  i.e. to 
understand what the dance means and how it creates its meaning. Foster’s method was 
chosen because I thought it inspiring, comprehensive and suitable as a supplement for 
Labanotation and LMA. Foster’s guidelines also offer further ways through which one 
can talk about several aspects of the dance, excavate layers of meaning, and form 
bridges from structural analysis to the outside world. Moreover, Foster’s model was 
also useful as a means of structuring the vast amount of information that the frevo 
dance analysis encompassed.
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Foster assembles choreographic conventions into five broad categories: XhQ frame is 
the way the dance sets itself apart as a unique event; the mode o f representation is the 
manner in which the dance refers to the world; the style is the means in which the 
dance achieves an individual identity in the world and in its genre; the vocabulary is 
the set of basic units or ‘moves’ of which the dance is made up, and the syntax is the 
rules governing the selection and combination of moves (Foster 1986:59). In this 
research, the five above-mentioned categories have been used, to a greater or lesser 
extent, as tools for ‘reading’ frevo dancing.
Naomi Jackson (1994) thinks that the idea of a dance as ‘readable’ is misleading.^ In
her opinion, this notion presupposes the existence of inherent features in a given
dance to be illuminated by the dance analyst (p. 8). Jackson disputes the existence of
any inherent features in dance by saying that:
“Dances ‘in themselves’ are largely ambiguous, and ‘making sense’ of the 
dance depends on the presence of viewers who bring with them an ever- 
shifting perceptual framework which allows them to organise what they 
see into a coherent image or experience” (p.9).
No doubt, dances are open to countless interpretations mainly because they lack 
inherent existence -  as Jackson has appropriately pointed out. However, and 
following the same line of reasoning as Jackson’s, not only the dance but all 
phenomena (in society and nature) lack inherent existence as well -  in the sense that 
their mode of existence is not only ceaselessly changing but also essentially inter- 
relational to other phenomena. Therefore, Foster’s model of dance interpretation and 
analysis is not inherently existent either; but an interdependent phenomenon, which 
may or may not inspire, may or may not be useful to the dance analyst. Everything
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depends upon the researcher’s objective(s) and the framework s/he uses to interpret 
and apply Foster’s work.
Even though Foster’s structural guidelines for reading dance were conceived and 
based on what she calls: “Western concert dance tradition”, the proposed devices 
suggested by her were invaluable theoretical instruments which both inspired and 
enabled me to play an active role whilst trying to making sense, by observing and 
ascribing meanings to frevo’s choreographic codes and conventions. I believe that my 
‘readings’ -  i.e. interpretations and evaluations -  of passo’s choreographic codes and 
conventions in general and its general style in particular are based on observable 
features of the dance under scrutiny. Mainly because these ‘readings’ are not mere 
fantasies of my own imagination, I trust they are valid. This does not mean, however, 
that I believe my interpretations are the only valid or possible ones; but simply that I 
have used the motor of imagination to make sense of reality.
Having said that, I also believe that the frevo dance analysis presented here is in tune 
with the “performative approach” suggested by Jackson (1994:10), because this 
choreological analysis of passo is also an attempt to look at and experience passo as a 
complex social creation whose meanings shift over time and place; and it is also an 
endeavour to write within a single text, from multiple perspectives and with multiple 
voices.
The idea of using multiple methods in the study of the so-called ‘folk dance’ had 
already been alluded to, to some extent, in the early 1970s, by Joann Kealiinohomoku. 
After stating that “rigorous studies of folk dance eventings” and a “willingness to
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learn from successful dance scholars of other nations” were needed in the United 
States, the American dance anthropologist says: “We must also borrow methods from 
scholars of other genres wherever such methods can be adapted' (1972:399, 
emphasis added). Significantly, Kealiinohomoku regards Rudolf Laban as an 
“important contributor to dance scholarship”, and also points out that he made 
“important analyses of movement-through-time that are without peer and should be 
digested by every folk dance researcher, whether or not he does use Laban’s notation 
system”(1972:389, emphasis added).
In this research, deliberately or not, Kealiinohomoku’s advice has been taken on 
board to a great extent. Firstly, the label of ‘frevo dance eventing study’ might suit the 
type of frevo dance analysis developed here. Secondly, I have deliberately borrowed 
methods and ideas from scholars from different backgrounds and nationalities which I 
found illuminating and adaptable to the case of passo. Thirdly, the excavation of 
multiple layers of meanings that passo may convey to the ‘ meaning-maker-reader’ has 
been done through the concepts of dynamic (effort) study developed by Rudolf 
Laban.
ACT I  -  The background scenario 
1. J.Francisco do Nascimento Filho as the chief informant
Just as an in-depth discussion of frevo must take into account the vital roles that frevo 
plays during carnival time, to write about frevo dance, disregarding or ignoring the 
artistic and pedagogical work of Mestre Nascimento seems inconceivable. 
Nascimento’s accomplishments in the history of frevo dancing, I believe, are 
equivalent to Martha Graham’s legacy in the history of Modem Dance. They are both 
pioneers who established a recognisable method of teaching and learning particular 
dance techniques, which had originally been characterised mainly by their ‘free’, 
‘improvisational’ styles.
Moreover, Nascimento was one of the first passistas -  if not the first passista -  who 
transplanted passo solos from the street to the stage and struggled to become fully 
professional. The foundation of his Escola Recreativa de Frevo Nascimento do Passo 
in 1973 in Recife created one of the most powerful vehicle Nascimento has used to 
propagate and keep alive the frevo dance tradition. It is worth recalling at this point 
the waning importance of both frevo and passo, and the widespread pessimistic 
forecast that they were condemned to extinction, as discussed by authors and 
journalists throughout the 1970s and 1980s.^  ^ Due to the existence of Nascimento’s 
teaching method, the culturally embodied knowledge of frevo dancing has been 
passed on to new generations and the frevo dance technique has gradually been 
enhanced, as well as the artistic quality of frevo dance performances. As a result, the 
respectability and popularity of frevo dance in local society has increased as much as 
the stigma of being regarded as mere ‘carnival dance’ or ‘street dance’ has faded 
away.
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Since its appearance at the turn of the century and during at least the first five decades 
of its existence, passo was danced almost exclusively on the streets in the carnival 
season -  particularly in the pedestrian processions following the ffevo-club- 
orchestras. It was only in the 1950s that passistas started to perform on semi­
permanent stages set up on the streets for passo competitions. These competitions, 
which were sponsored by radio and televisions stations, stimulated passistas to use 
their creativity to improve their dance technique and performances, thus bringing 
about a second more presentational (and aesthetic) purpose to the dance, distinct fi-om 
that of carnival entertainment for its own sake. In fact, these competitive outdoor pre- 
camival events were the first ‘springboards’ leading passistas fi’om the streets to the 
stage.
It was after Nascimento had won, in 1957, first prize of the first passo competition, 
sponsored by EMPETUR and radio stations, that he started receiving invitations to 
perform not only in carnival street-parades but in theatres as well. Nascimento said to 
a journalist in the Diârio de Pernambuco that from 1960 onwards, “I performed even 
in theatres” [Até em teatro eu me exibij -  and provides the names of the theatres and 
shows in which he participated during that period. The word even is significant in that 
it reveals that, in this context, to perform passo on the stages of the prestigious 
theatres of Recife, such as Teatro Santa Isabel, for instance, was very unusual at that 
time.^ ^
The fact that in the 1960s at least one passista from the people had already 
transplanted passo from the streets to the stages must be understood as an exceptional 
fact not as the rule. As already shown in my previous research (Oliveira 1993), it was
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only by the end of the 1970s that frevo actually started to be practised and rehearsed 
on a more sustained and regular basis outside the carnival period, the prime purpose 
being public performance. Following the foundation of Nascimento’s recreational 
frevo school in 1973, two prominent forces impelled passo to start being practised on 
a regular basis all year round and exhibited to audiences in Recife and other cities in 
Brazil and abroad. These were the first two professional dance groups in Recife: the 
Balé Popular do Recife (BPR), and Grupo da Escola Assis Chateaubriand (GEAC). It 
was mainly due to the work of members of these dance and school groups that in the 
late 1970s passo began to win more and more space and artistic recognition among 
other popular dances and theatrical performances in Brazil and other countries 
worldwide.
It was Nascimento do Passo and Amaldo das Neves,^^ the two frevo instructors who 
taught frevo dancing directly to the first generation of the BPR and GEAC, which 
became the two main routes for propagation of Northeast Brazilian folk-popular 
dances (including frevo) to a new generation in Recife, Brazil and abroad. Therefore, 
the benefits of Nascimento’s struggle in keeping alive the frevo dance tradition have 
proved to be far reaching. It is not an exaggeration to state that most people who 
currently know how to dance frevo in Recife have directly or indirectly benefited 
from Nascimento’s pedagogical and artistic work.
The opening of the Escola Municipal de Frevo^^ in March 1996 by the Mayor of 
Recife, Jarbas Vasconcelos, certainly constitutes one of the most significant 
achievements in the history of frevo dance. However, this event should not be 
understood as a gift spontaneously given by Mayor Vasconcelos to the citizens of
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Recife, but rather as another positive result of the long-term struggle launched by 
Nascimento do Passo, who not only suggested but campaigned tirelessly for it, 
persuading the Mayor to open a frevo dance school in Recife with the financial 
support of the City Council.
The Escola Municipal de Frevo is indeed ‘the first’ educational establishment which 
specialises, almost exclusively, in the teaching-learning practices of frevo dancing. 
Even though the Escola Recreativa Nascimento do Passo was founded more than two 
decades earlier than the Escola Municipal de Frevo, the former never had a proper 
headquarters -  its founder is still struggling to accomplish that aim. In fact, 
Nascimento’s school has always been a ‘walk-in’ open-air school, it is synonymous 
with his teaching method, together with the group of students who devote themselves 
to fi*evo dance practices -  as described in greater detail in ACT 111 -  Introducing the 
main character^
These are, in summary, some of the main reasons why I have chosen Francisco do 
Nascimento Filho as the main character of frevo dance history, which is described, 
interpreted and analysed throughout the thesis. A number of amateur and professional 
passistas, the vast majority of whom were studying or working with Nascimento, 
during the period in which this research was conducted, have also participated 
actively as supporting actors in this ‘research-play’.
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L8. The theatricality o f this academic work: some remarks
There are a number of reasons why I have called this academic work a research-play.
In the first place, I wanted to emphasise that, in “a deep, all-pervasive, and self-
reflexive sense, we are performing animals” -  as Victor Turner puts it, and explains:
“If man is a sapient animal, a toolmaking animal, a self-making animal, a 
symbol-using animal, he is, no less, a performing animal. Homo 
performans, not in the sense, perhaps, that a circus animal may be a 
performing animal, but in the sense that man is a self-performing animal -  
his performances are, in a way, reflexive, in performing he reveals himself 
to himself. This can be in two ways: the actor may come to know himself 
better through acting or enactment; or one set of human beings may come 
to know themselves better through observing and/or participating in 
performances generated and presented by another set of human beings” 
(1992:81).
Just as happens in a proper theatrical play, everyone involved in this research-play 
also participates performing distinct roles. Similarly to some choreographers, who 
compose pieces after having stimulated the dancers to move quite freely and 
observed what type of movements each dancer likes or has the ability to perform 
spontaneously and with dexterity; the dance researcher wrote this text after having 
encouraged the selected interviewees to speak quite freely, observed their actions 
and what their major concerns are, in order to grasp why they do what they do. It 
can also be said that, likewise the roles played by a choreographer or a dance 
director, most of the tasks performed by the dance researcher were, in the particular 
case of this research, executed ‘backstage’. Just as the choreographer’s and the 
dance director’s ideas and artistic purposes are expressed by those carefully chosen, 
and trained to interpret them, quite often, the dance researcher’s ideas are stated -
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either directly or indirectly -  through the quoted voices of the carefully selected 
interviewees. I hope the reader will understand that the extensive use of quoted 
speech in this research does not imply that the writer is absent from the discussion, 
or that she is incapable of performing upstage or downstage. What it simply means 
is that the quotations are being used as the most substantial evidence about people’s 
perspectives, which definitely constitute the basis of the analysis. In fact, this is a 
stylistic choice o f presentation of the first hand data collected in loco, it is an 
attempt to give flesh and blood to words and ideas in order to make the reading of 
this academic research more palatable, and it is also an effective means to document 
the recent past -  so that future potential researchers, by making use of the same 
data, may gain new insights fi-om it.
No doubt, the work of carrying out a dance ethnography requires the continuous 
monitoring of work identities, which are appropriate to different social contexts and 
categories of participants. In this sense, “the ethnographer is no different in principle 
fi"om social actors in general, whose social competence requires such sensitivity to 
shifting situations” -  as Martyn Hammersley and Paul Atkinson have pertinently 
said (1993:87).
To regard ourselves as essentially performer beings is also an overt 
acknowledgement of the existing fluidity between the boundaries of our lives and 
our works. Andrée Grau has tackled this issue, by saying that “in fieldwork 
situation, the separation of ‘work’ from ‘life’ is often difficult and possibly not even 
desirable” (1999:167). Paradoxically, to regard ourselves as essentially performers 
is also a playful/philosophical way of pinpointing the subtle but significant
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difference that exists between being a dance researcher and playing the role of a 
dance researcher. ‘Research-play’ also suggests the possibility of being at play 
whilst being at work. This is an strategy to remind both the writer and the potential 
readers that the tasks of conducting, writing, reading or even judging a PhD 
research, should be experienced and performed not only with concentration and 
competence but also with the joyous flexibility of mind.
3 3 3 3 3
1.9. Relationships experienced in the field
Since ethnographic work emerges from human interaction, it is of fundamental 
importance to clarify how I gained access to selected interviewees, and the type of 
relationships that I had (and still have) with the people who make up the researched 
community in general, and those selected for in-depth interviewees in particular.
In contemporary Brazil, most folk-popular artists want to have their artistic work 
publicised and valued in society at large, and this desire does increase their readiness 
to allow outsiders to approach them, in order to know who they are, what they do, and 
so forth. However, Brazilian folk-popular artists can also be very suspicious of 
outsiders and may sometimes even completely reject academics, journalists, 
foreigners or anyone who strictly speaking does not belong to their worlds. This does 
not mean that they are xénophobes, who on the basis of unrealistic fantasies created 
by their own imaginations have a psychological predisposition to repudiate and
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mistrust strangers. After having experienced disappointments during the course of 
their lives, many folk-popular artists have become aware that outsiders’ interests and 
purposes — for approaching and interacting with them — are at best different from their 
own or at worst antagonistic.
This problem has been effectively portrayed in the short film Maracatu Maracatm
(1995) -  produced by Paraholica Brasil, research, text and direction by Marcelo
Gomes. The film begins with members of Maracatu-rural Piaba de Ouro sitting and
chatting with each other on the porch of their headquarters. This intimate and relaxed
atmosphere is broken abruptly by a team of film makers who arrive, park their car
and, in a rather invasive manner, attempt to film the setting. The film director had
already told the cameraman which scenes to film: “Wig, faces, details of the lance,...
more details’^ ; when, Mestre Salustiano, the leader of Piaba de Ouro, jumps up from
his chair and shouts loudly and fiercely to the intruders:
“What is this? What do you want here? To film the Maracatu? Enough of 
this exploitation, man! Foreigners come here, try my patience, film my 
Maracatu, take it to their own countries, sell my film. And here, for the 
Maracatu, they don’t bring anything for us to live on. The popular artist is 
dying, receiving charity. Because you are always coming here and using 
us, then leaving. Get out of here with that television! [film camera] I don’t 
want to see any television [film camera] in my place”.^ ^
This powerful film scene is actually a reconstruction of how, on their first visit, the 
filmmakers from Parabolica Brasil were received by the leader of Piaba de Ouro. b 
fact, as the film director Marcelo Gomes told me in an informal conversation, it took 
many hours of intense negotiations with Mestre Salustiano before the members of 
Parabolica Brasil finally won his trust and permission to carry out their fihn project
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In short: if that initial impasse had not been overcome it would have been virtually 
impossible for them to make the short film Maracatu, Maracatus. However, the 
original manner in which Gomes overcame the initially adverse conditions is 
remarkable: by including that incident at the beginning of his film, he actually gave 
the leader of the Maracatu Piaba de Ouro the invaluable opportunity to vent his 
silenced feelings, not only publicly but also through a means which enabled him to be 
seen and heard by countless people throughout Brazil and abroad. Since it is based on 
reality, I believe, the scene acquires a political and social significance which 
strengthens its effectiveness as a film.
The case of Maracatu, Maracatus teaches us that it is not only possible but also 
crucial that, during the research process, those who belong to distinct social worlds 
and have different commitments and purposes in life, direct their efforts towards a 
common end -  despite different types of potential benefits which both the 
researcher(s) and the researched people may receive fi-om the outcome of the 
research. This convergence of interests is not only possible but essential (otherwise 
the ethnographer’s role would be, in principle, an abominable task) for a pleasant and 
solid rapport between researcher and researched people to be established, thus 
enabling the research topic to be developed to its fullest possible extent.
I believe that in contemporary Brazil, a number of Brazilian folk-popular artists 
experience a constant tension between the need to be valued and the fear of being 
exploited by outsiders. In my particular case, I not only had to diagnose and be 
sensitive to this living dilemma, but also had to deal with it skilfully, in order to build 
a fiiendly relationship, based on cooperation, empathy and trust -  particularly with
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one of my selected interviewees: Gilson José de Santana, artistically known as Mestre 
Meia-Noite.
From 15 January to 9 February 1996, I participated in the intensive short course on 
Northeast Brazilian folk-popular dances, taught by Mestre Meia-Noite at the Cais do 
Corpo dance school, Pamamirim, Recife. When I first enrolled in his course, my 
interest was twofold: I wanted to have practical experience of these dances, and I also 
wanted to interview him. Even though we were not complete strangers to each other, 
we had never had a proper one-to-one conversation before. After around one week of 
attending Gilson’s dance course, I approached him and told him that I was trying to 
carry out PhD research in the area of folk-popular dances and for that reason I wished 
to talk to him about his work as a dancer and dance teacher. Soon after we had 
arranged our first interview, however, I started to notice that Gilson had changed his 
attitude towards me. In fact, and disappointingly, he initially postponed our interview 
twice, but we finally met on 24 January at my parents’ house, which we had both 
agreed was the most appropriate venue -  in terms of easy access with less chance of 
external interference. After that first interview, I continued to feel that Mestre Meia- 
Noite was not as comfortable with me as he had previously been. Sensing some subtle 
but strange mood in the air, I decided to discuss the problem overtly during our next 
interview, at Escola Daruê Malungo on 3 February 1996 and asked him 
straightforwardly:
MG: How do you feel when someone comes to you and says: I would like to 
interview you, in order to know more about your work?
GS: I feel the curiosity to say the same to the person: you say that you would like to 
know me, but would you let me know you as well? -  but I am not capable of 
doing this.
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MG: Are you asking me this question?
GS: I am answering yours.
MG: But tell me, do you feel as if you are being valued or invaded?
GS: I feel valued and, at the same time, I know it is... it is... a permission. [After a 
brief pause, he continues] Answering your question in the conventional sense, I 
do have a certain mistrust. In the conventional sense. When someone comes 
asking me to be interviewed, I become fearful. My first feeling is fear. Possibly 
because I have not studied and been trained in this skill of approaching a person 
I don’t know, and telling him or her: I would like to know you. [If I did that] 
People would probably misinterpret me, or interpret my attitude in an intimate 
way.
MG: Are you a shy person?
GS: In spite of being talkative, I think I am shy, but I try not to be.
MG: Has it ever happened to you that interviewers distort what you have said in an 
interview or publish inaccurate and hostile statements that you have not said -  
that kind of thing?
GS: Several times.
At this point in our conversation, I decided to make it clear to Mestre Meia-Noite that
he was allowed to ask me anything about my work, or about myself, which he might
want to know or be curious about. I also told him that he was entirely ft-ee to refuse to
answer any question he might feel uncomfortable with or not confident enough to
answer. Then, Gilson replied:
“You know there is the ‘yes/no’ and the ‘no/yes’. If I say ‘no’; I need to 
know what does my ‘no’ means. If I say ‘yes’ I need to know what does 
my ‘yes’ means. Because time will make me pay and make me suffer or 
bear the consequences of my choices.”
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In other words, as Santana’s incisive response tells us, there will always be the risk of 
information being misinterpreted or misused by researchers, regardless of the 
interviewee’s responses. S/he might say: 1) ‘yes’, and collaborate sincerely and 
openly with the research aims; or 2) ‘yes/no’ or ‘no/yes’, and pretend s/he is 
responding or providing meaningful information when in fact s/he is not; or 3) say 
‘no’, and refuse to answer, or deliberately omit relevant information. Considering this, 
it becomes evident that to build rapport with interviewees is the only way, perhaps, in 
which interviewees can see the risks of undue use or misleading interpretations about 
what they think and express, either verbally or through their modes of behaviour 
being minimised.
I must rejoice in my good fortune in not having unsurpassable difficulties in accessing 
and building rapport with my selected interviewees -  especially throughout the years 
1996, 1997 and 2000 when I carried out field research in Brazil. Some apprehension, 
as in the case just mentioned, was quickly and easily dissipated by simply talking 
honestly about the problem. Generally speaking, I believe that the absolute majority 
of the people understood that I was not pretending to be someone that I was not, nor 
simply ‘playing’ at being a member of another culture, consequently friendly 
relationships in the field developed quite naturally and easily. These favourable 
conditions might also be interpreted, in part, as being a positive result of the 
ideological premises that guided my actions and “the kind of image” -  as 
Kealiinohomoku^^ puts it — that I deliberately projected during my field research, 
which in Brazil is not only ethically correct but also politically desirable.
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In fact, I did not have to deal with any of the troublesome situations social scientists 
may experience in interview contexts, as mentioned by Valerie Yow (1994:81) -  such 
as: people refusing to be interviewed, or attempting to sabotage the interview by 
giving only short answers, or by getting the conversation off track, encouraging 
interruptions and mumbling. On the contrary, the great majority of my research 
interviewees participated actively -  some enthusiastically -  in our conversations, as if 
they regarded the pursuit of a ffevo dance research as something important, or as if 
they were aware that the end results were dependent upon their engagement in the 
research process and the type of information and material they were providing me. 
There was indeed a tacit mutual trust that, in spite of our social and personal 
differences, we were all working towards the achievement of a greater purpose which, 
once accomplished, might benefit all of us. 1 believe it was the existence of this 
mutual need to realise similar -  and complementary -  dreams that, more than 
anything else, created a quite strong bond between us.
It is true that a significant number of key interviewees already knew me,^  ^ either
because they had already participated in my previous research work, or had heard
about it. 1 believe that if these people welcomed me once again as a researcher, this
indicated that at least most of them identified with what 1 wrote about them, or about
their dance colleagues. No doubt, many were delighted to see their pictures and voices
published in book form (Oliveira 1993); and 1 believe they understood 1 had not
“betrayed the field” — as Geoffrey Pearson has said and explained that:
“The problem of field research is not just about negotiating access, getting 
in, surviving, and then getting out more-or-less intact. There is also the 
requirement to carry the narrative ‘back home’, refashioning the fieldwork 
experience in a textual form which, while it is accessible to a different
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audience (its academic readership), remains true to where it came from''
(In Hobbs and May eds. 1993:xvii, emphasis added).
It is worth recollecting that, by the end of the 1980s, when I was conducting my first 
research project on Northeast Brazilian folk-popular dances, I had tried to interview 
Francisco do Nascimento Filho on several occasions but failed miserably: Nascimento 
never turned up at the time and place we had arranged to meet. At that time, I thought 
we had a friendly student-teacher relationship as I had participated in his frevo course 
at the Centro de Arte Popular de Olinda in 1985, so I could not figure out why 
Nascimento was acting in such an unreliable manner. In fact, Nascimento only began 
to trust me and value the type of research work I was carrying out after he read the 
final research text, which had already been approved by the FUNDARPE Editorial 
Committee for publication and which I had given to him with the intention of 
obtaining his opinion about what I had just written regarding his pedagogical and 
artistic work. However, after he read the final text, I was very pleased to find that 
Nascimento’s attitude towards me had changed radically.
In fact, it was only in January 1993 that I finally had the invaluable opportunity to 
conduct my first tape-recorded interview with Mestre Nascimento do Passo, which 
lasted for about half an hour -  in the Bar do Derby, in Recife, where he was teaching 
a short course on frevo dance in which I was participating. Thereafter, I no longer had 
any problem in getting hold of Nascimento for interviews -  in spite of his very busy 
schedule of activities. On the contrary, throughout the period in which the present 
research was conducted, Nascimento gave me unwavering and unparalleled support- 
He agreed to being interviewed three times and actually sat with me for over nine 
hours while I conducted in-depth tape-recorded interviews. Kindly responding to my
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requests to collect images of ffevo dancing, Nascimento also recruited his school 
group twice, especially for me to video-record their dance performances and 
individual solos. The first of our exclusive video-recording sessions happened on 
Saturday, 10* February 1996, in front of his house in the street {Rua Corrego José 
Grande, Casa Amarela) where Nascimento used to live and the second, on Saturday 
10* January 1998, at the Escola Municipal de Frevo, an occasion on which 
Nascimento took the opportunity to introduce me formally to the teachers, students 
and staff of the Escola Municipal de Frevo and Escola Nascimento do Passo. In the 
middle of our tape-recording session, which was flowing quite smoothly, Nascimento 
unexpectedly turned to everyone who was present in the dance room and spoke 
loudly:
... “Goretti is a dance lover, who is making her contribution. Because 
some people always look distrustfully [on what she is doing] and ask:
‘how much is she going to get by doing this?’... ‘is she filling her pockets 
[with money]?’. Some people say this kind of thing.
... Goretti is far away from her family, she comes here just for a short 
while, and is trying to do her work with us, and I think we could not 
collaborate with her in any other way. Today and any other day that she 
comes here looking for anything, we must make ourselves available to 
her. Because I am sure that when she concludes her work, and it is 
published, when the world comes to know about our dance, ffevo will 
enter another era. Our dance will really cross frontiers, and the Europeans 
will get interested in coming here to do research, to check if what Goretti 
has published is true or not. Because we are now in the computing era, 
aren’t we? People may think: that guy didn’t do that jump, I doubt if s/he 
can do that step. But it is good that she [Goretti] awakens these doubts and 
curiosity in the Europeans, so they will come here and see that you are 
performing frevo with willpower and [good] quality. And here, in 
Pernambuco, we do perform frevo in this way.
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Frevo is carnival, but it is also therapy and good health. And we have 
proof of that. You, for example, with the garra [willpower] that you 
have... [because] you are poor, undernourished boys, in some cases living 
in unsatisfactory conditions, with difficulties in getting here. However, 
when we are here and start dancing, all difficulties disappear and ffevo 
takes over. Lets dance! [applause]
Nascimento’s speech leaves no doubt that there were indeed people suspicious of my
intentions in coming closer and video-recording their ffevo dance performances. It is
possible that, if Nascimento had not publicly expressed his confidence in my
character and persuaded the students, teachers and members of staff to help me in
whatever ways they could, some of them -  probably thinking that I was just using
them for my own benefit -  would not have collaborated so readily as they actually
did. The fact that my research is being written in English and will probably be
available in the library of a university in at least one European country, is surely one
of the main reasons why Nascimento has been so enthusiastic not only in helping me
but also in persuading everyone to help me too, in the accomplishment of this
research enterprise. For Nascimento, I represent a concrete possibility of making
frevo dancing and his artistic-pedagogical work in particular, cross frontiers and
become known worldwide. This became much clearer when, half an hour later, during
the same recording session, Nascimento took the opportunity of sending his message
to the Europeans. He looked straight into the video-camera lens and explained not
only the remarkable qualities of frevo dance, but also the results he expected from my
frevo dance research work:
“This work [that Goretti is doing] will be squeezed and deepened. And the 
writer, Goretti, has already been squeezing the juice out of our work, just 
as the sugarcane in the mills: putting it over the fire, boiling it, stirring the
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cauldron, making this reboliço happen in Europe too. It is what she 
imagines she has the power to do.
And I want to say to anyone -  as Goretti will translate into English -  that 
frevo is art, culture, beauty; it is something of the Pemambucan nature. It 
is agility, energy, good health, gymnastics and therapy. Frevo is a living 
word, for me and for those who participate in the Escola Recreativa 
Nascimento do Passo, and Escola Municipal de Frevo. It is a spontaneous 
word, it is a word for reboliço, remelexo. It translates the whole wealth of 
the energy that exists in the world. So frevo is contained in the language 
of the alternative medicine. Frevo is aerobics; it is chakra. Frevo is 
[compatible with] all the thoughts that exist today in the parliament to 
save humanity. It is therefore necessary that these men get to know frevo.
And Goretti will make frevo dance known”.
On the one hand, I was happy with Nascimento’s invaluable help in trying to explain 
the importance of my research work to the students, teachers and members of staff of 
Escola Municipal de Frevo, and Escola Recreativa Nascimento do Passo. On the 
other hand, I felt quite apprehensive about Nascimento’s highly optimistic 
expectations about the results he thinks my research will bring for frevo dance 
communities. I also started to consider the drastic consequences that might befall me 
if his great hopes are not fulfilled in the way he imagines. For my part, however, I was 
quietly sure that I had not made false promises to him, nor to anyone else. I never told 
him, for instance, that I was writing a book on the subject, nor that the research was 
certain to be published and be read by English people or Europeans in general. 
Therefore, and just to be on the safe side, I decided to re-emphasise humbly to him 
that I did not even know whether my research would turn out to be good enough to be 
accepted as an academic PhD -  let alone be published. Nascimento, however, looked 
at me, shook his head disapprovingly and replied: “this is nonsense”.
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The more I got to know Nascimento, the more I understood that in order to increase 
the chances of making wishes come true, he quite often tries to empower the present 
with the intention by bringing the intended future results into the present. The logic 
implicit in Nascimento’s strategic method is in fact identical to Tantric practices 
adopted by Buddhist meditators who strive to attain high spiritual realisations through 
the power of their own imagination. In this sense, when Nascimento tells everyone, 
including myself, that “she imagines that she has the power to do ” -  i.e. to make this 
reboliço [frevo] happen in Europe too, he is in fact persuading me and others to 
believe that I do have this power, and that I am not just writing a thesis on the subject 
-  but a book that will be published and will make frevo well known outside Brazil.
Another situation in which Nascimento seemed to have adopted a similar empowering 
strategy towards me was during one of his dance classes in January 2000. According 
to his teaching method, in every class there is a moment in which students are invited 
by the teacher, one-by-one, to go to the middle of the room and improvise his or her 
own frevo solo. Nascimento knew that I was reluctant and embarrassed to attend his 
frevo dance classes, as I was feeling too unfit, white and fat. Nonetheless, when he 
invited me to go to the centre to improvise my passo solo, he introduced me to the 
group as “a frevo dance teacher”, who is carrying out research work on frevo 
internationally. So I had no choice but to perform to the best of my ability in order to 
do justice to the embellished image of me that my Master had ‘publicised’ to the 
others.
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The question of how influential my presence and status as an “international”
researcher would have been in influencing people’s behaviour during the research
process is too complex a one to be thoroughly tackled. It can be said, however, based
on what the field-situations described above suggest, that friendly relationships with
people in the field were established. But this did not mean that the constant
monitoring of a working identity became non-essential nor that, because of the
intimacy with informants. I, as a dance researcher, no longer had to shape the nature
of my roles in the field in order to facilitate acquiring relevant data. As Hammersley
and Atkinson have pointed out, the ability to be a “marginal native” is a fundamental
aspect of ethnographic practice, which must be experienced by any ethnographer
(1993:114). Because, from the perspective of the ‘marginal’ reflexive ethnographer,
“There must always remain some part held back, some social and 
intellectual ‘distance’. For it is in the space created by this distance that 
the analytical work of the ethnographer gets done. Without that distance, 
without such analytic space, the ethnography can be little more than the 
autobiographical account of a personal conversion. This would be an 
interesting and valuable document, but not an ethnographic study” 
(Hammersley and Atkinson 1993:115).
In other words, the process of ‘sedimentation’ in ethnographic relationships must 
necessarily be based on the polarity between familiarity and strangeness, between 
joyous participation and analytical distance. In other words, even when studying sub­
groups of his/her own society, the researchers who have chosen to play the role of 
observer-participant are never supposed to surrender completely or to feel entirely at 
home. This means that whilst ethnographers participate, they must be “constantly on 
the alert, with more than half an eye on the research possibilities that can be seen or 
engineered from any and every social situation” (Hammersley and Atkinson
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1993:116). In this respect, there is no much difference between conducting fieldwork 
‘at home’ or ‘abroad’. Moreover, the greater amount of background knowledge and 
familiarity that those conducting research in their own country normally have in 
comparison to those conducting research abroad, can turn out to be advantageous only 
y  the researcher stops seeing only the things that are conventionally ‘there’ to be 
seen.(Hammersley and Atkinson 1993:103). In this respect, the physical distance from 
Brazil that I had to endure for seven consecutive years whilst undertaking my 
doctorate in England turned out to be beneficial, in the sense that it helped me to see 
the Brazilian culture and people “beyond the horizon of the self-evident” (Alasuutari 
1995:135) -  that is: from a new and more detached perspective that is required for me 
to study a phenomena, which in practice I already was, but only to a certain extent, 
familiar with, but not reflexively conscious of.
It can be said, in conclusion, that the strategies that I used to build rapport, or a loyal 
and friendly relationship with people in the field, are similar to those that I normally 
use in my daily life to make new friends or to strengthen old fiiendships, which in 
reality are basically the same as the ones normally used in standard ethnographic 
methods. These are: to show interest and respect for what people say, to listen 
carefully to what they need to tell you, to appreciate what they do -  in short: to 
cherish them. To show gratitude to others for any benefit we have received from them 
is also crucial. In this sense, some of the practical ways in which I chose to show my 
gratitude to my field-fiiends were, for instance, providing them with lifts, whenever 
possible, and giving them copies of photos and the videotapes they had kindly 
allowed me to record. Dancers normally enjoy watching themselves on screen. This is 
not only a matter of narcissism, as the screen exhibits the work in a new dimension,
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allowing performers to perceive particular aspects of their own work which rnight be 
very difficult to perceive otherwise. Moreover, videotapes are concrete documents of 
their work that could perhaps be shown to promoters elsewhere. Implicit in my gifts 
or practical help was also the intention to show them that I am not an exploitative 
intruder, as I have never had the intention of achieving my own professional purposes 
at their expense.
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LIO, The frevo cause* and its methodological implications.
The wish to relieve frevo of the stigma of being regarded as a mere ^carnival-crowd- 
street-folkloric' dance and to spread it throughout the world are the main aims for 
which professional passistas, frevo teachers, and frevo dance managers continue to 
struggle in Pernambuco. They have expressed these prominent aspirations on a 
number of occasions and fought for them in different ways.
The choreographer and director of BaU Popular do Recife^  André Madureira, for
instance, says humorously that: “This product called frevo, which is an age-old
product, has to be exported more, shown more not only in Brazil but also in other
countries, or even on another planet. Frevo should even be taken to the Moon.” "^^
Francisco do Nascimento recollects that Mario Orlando, whom he regards as the
wisest carnival specialist who taught him a lot,^  ^used to tell him: “I believe frevo is
going to happen in the world. And today I say the same thing that I used to hear from
Mario Orlando.” Nascimento also points out that Mario Orlando was the director of
the carnival Troça Cachorro do Homem do Miudo and later became the president
of the Federaçâo Carnavalesca de Pernambuco, but he had not even danced or played
frevo. Nascimento’s conviction, however, as he himself points out, arises from his
own experience as a frevo dancer. Nascimento recalls the long tours he undertook
between 1967 and 1969, during which he performed in countless towns along the
Amazon river, where nobody knew of frevo’s existence.
“I created a dance performance which finished with a frevo dance. When 
[the frevo song] Vassourinhas was played, in some cities it seemed as if I 
was here in Recife, because everybody was so thrilled. I had a portable 
ribbon tape recorder at that time, which I took with me and ran on either
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electricity or batteries... On many occasions, I saw people dancing [in 
such ways] that I felt [as if I was] here in Recife: being hugged, grabbed, 
tugged at by respectable ladies, even by priests.”^^
It is significant to observe that the aspirations and actual experiences of ffevo dancers
and popular dance groups in the last decades of the millennium seem to be
diametrically opposed to what writers, such as Valdemar de Oliveira and Ruy Duarte,
for instance, advocated in the 1950s and 1960s. Both authors thought ffevo was a
phenomenon so deeply ingrained in the natural and cultural environment of Recife
that, for this reason, they argued, ffevo could never cross frontiers and adapt itself to
somewhere else. In this respect, Oliveira states that “Frevo is not a plant to be
transplanted”, and that “all the attempts made with this objective have
failed”(1985:55). The author further explains that:
“Just as happens with hundreds of types of music, song and dance 
throughout the world, fi*evo possesses its own framework: Recife with its 
distinctive climate, the streets of Recife with their own spirit which 
inspired the creation of Vassourinhas, Pas, and Lenhadores [three 
traditional firevo-clubs]. When they are transplanted, only their names go 
with them, as happened when Vassourinhas went to Rio de Janeiro, just 
like a snake skin shed and left behind”(pp. 55, 56).
Similarly, Ruy Duarte, who witnessed the ffevo-club Vassourinhas ’ visit to Rio de 
Janeiro in 1945, wrote: “that experience was worth having as a lesson, as it showed 
that one should not try to export ffevo” (1968:81). In order to prove that ffevo is not 
an exportable product, or a ‘transplantable plant’, Duarte compared fi-evo with two 
typical ffuits of Pernambuco: mangaba and manga-rosa [pink-mango] which may be 
grown and bear fruit in Southern Brazil but their tastes are so inferior as to be 
incomparable with those in their natural habit, i.e. Northeast Brazil. Duarte concludes:
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“frevo is also like this. If it leaves Pernambuco it suffers from rickets. Its integrity 
does not disappear, but its greatness does. It becomes small, sad, ten percent 
frevo”(1968: 81)/^
Oliveira and Duarte do not believe in the exportability of frevo probably because they 
consider the entirety of the frevo phenomenon, and not frevo only as distinct types of 
music and dance. No doubt, to transport the social environment and psychological 
excitement of the street carnival events where frevo exists is a difficult, maybe 
unrealistic task to be accomplished. In fact, only a small portion of this social and 
psychological excitement may be transportable, whereas the actual physical 
environment, which frames the carnival street party, is indeed irremovable. In contrast 
to Oliveira and Duarte, André Madureira and Francisco do Nascimento evaluate frevo 
not as an extended carnival event in which frevo and passo exist, but as contained or 
theatrically oriented dance/music performances.^^ Therefore, based on their own 
successful experiences, they believe the export of frevo is not only possible but also 
desirable.
It seems to be the case that throughout its history, frevo has gradually been 
transformed from an extended to a contained dance event. In other words, in order to 
keep up with the transformations which occurred in society at large and not to 
disappear, frevo’s social purposes needed to be transformed accordingly.^® Evidence 
has shown that differently from its origins, at the turn of the nineteenth to the 
twentieth century, frevo started to be experienced/performed for a plurality of 
purposes in contemporary Brazil. It is also inferable that qualitative changes mighl 
have also taken place in the form and content of frevo, but this subject matter could
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hardly be investigated in-depth due to the lack of proper documentation of ffevo 
dance performances.
As already stated in previous pages, for a number of contemporary professional 
passistas, passo is not simply a carnival entertainment, but a professional choice. So, 
in his battle to awaken the Pemambucan population to the fact that ffevo is not 
carnival, and that it does not exist only during carnival, Francisco do Nascimento 
adopted a rather provocative strategy. Nascimento made a promise to wear his ffevo 
dance costume wherever he goes: weddings, baptisms or even funerals. Two of the 
rare occasions on which Nascimento takes off his ffevo dance clothes are normally 
when he is at home or when he goes to bed. [See next page Nascimento’s photo, taken 
after the interview held at my parent’s house in Madalena, Recife, on 28 February 
1996]. Nascimento’s intriguing mode of behaviour has not only attracted people’s 
attention to the existence of frevo dance outside the carnival period, but has made him 
very popular as well. This topic is related in greater detail in ACT III -  Introducing 
the main character.
For more than three decades, Nascimento has worked tirelessly to distance frevo 
dance from the exclusive parameters of carnival. But he is not alone in this battle, as a 
number of passistas and frevo dance teachers in Recife have also embraced their 
Master’s ideals and started to fight for similar frevo causes — as I was able to verify 
while conducting fieldwork in Brazil. It constituted a normal procedure for me, by the 
end of each interview, to ask my interviewee an open question, such as: “is there 
anything else you would like to say or comment on?” In response to that question, at 
least two passistas and frevo teachers interviewed took the opportunity to emphasise
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their most important ambition which is entirely in tune with their Master’s. José 
Ramos made an earnest request:
“The only thing that I really would like to say, and this is not only because 
I am a ffevo dancer, but because it is something that originated here... 
what I would like to happen is that the Pemambucans, firstly value what is 
ours more. Frevo is something ffom here, therefore we should value ffevo, 
as well as maracatu, and caboclinhos. What I would like to change is [the 
mentality of] having ffevo just as carnival. This is the main thing that I 
would like to happen.”
Do you think that ffevo is not as valued as it should be? - 1 asked Ramos. “No, it is 
not. For some people it is not, it is only valued during carnival” -  Ramos replied.*^ In 
response to a similar question, Valdemiro Neto reinforced what he had already stated 
in the course of our interview: “I would like just to convey to people the issue that 
frevo is not just carnival, frevo is not just a folkloric dance. I think this is all I have to 
say.”*^
In fact, none of the Brazilian music and dance genres -  such as maracatu, 
caboclinhos, samba, afoxé, and so forth*  ^ -  originated as ‘twin arts’ in the midst of 
street carnival revelry in Recife as frevo-de-rua and passo did.*"* This is a 
distinguishable historical feature of frevo (music and dance) and should be valued as 
such. It is also an irrefutable reality (even though it has gradually been changed, due 
to the struggle launched by Francisco do Nascimento and his followers) that, since its 
origins and up to the present day, within carnival seasons, the importance of frevo and 
passo has increased to an extent which is incomparable to any other period during the 
rest of the year within local society. For these reasons, it is valid to assume that frevo
Francisco do Nascimento Filho 
February 1996
Photo Maria Goretti
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and passo have already become an inextricable part of the history of the Recife 
carnival and vice-versa.
From a methodological point of view, this means acknowledging that research cannot 
be conducted into frevo and passo without alluding to carnaval. Conversely, the 
uniqueness of carnival in Pernambuco, particularly in Recife and Olinda, caimot be 
understood without alluding to frevo. The fundamental hypothesis guiding the entire 
research process, and which will be demonstrated throughout this thesis, is the long 
lasting and vital relationship frevo has always had, not only with the physical 
environment but also with the psychological mood of street carnival, which are 
somehow deeply ingrained in the very artistic nature of frevo (music and dance) and 
have to some extent determined their uniqueness as art forms. In other words: passo 
and frevo characterise and are characterised by particular ways of celebrating carnival 
in Pernambuco, Brazil.
This does not mean, however, that frevo is equal to carnival, nor that frevo music, 
frevo dance and the carnival events should be approached/interpreted as if they were 
one and the same thing. This approach would be misleading, as it might obfuscate and 
distort the object of study, instead of illuminating it. Due to the fact that frevo, passo 
and carnaval are interrelated phenomena and have always been so tied up with each 
other, authors have been led to blur explanations of distinct aspects of the same 
reality. Cascudo, for instance, who characterises frevo as a “crowd dance” justifies his 
assertion referring to the feeling of excitement caused by frevo music that is shared 
by the crowd offolioes. He writes:
The first thing that characterises frevo is that it is not a collective dance, 
of a group, a cordao, a cortejo, but a dance which belongs to the crowd
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itself, to which everybody who listens to frevo adheres, as if an electric 
current had passed through everybody”( l993:346)
Similarly, Valdemar de Oliveira, after having affirmed that passo is “a democratic
dance par excellence", tries to explain the “democratic” character of the dance by
quoting an anonymous writer who in fact describes the democratic spirit of street
carnivals -  as displayed in the passage below:
“[Frevo is] a democratic dance par excellence, in which everyone can 
participate, without asking permission, without shame or foolish scruples, 
with total and humble conscience of social equality: rich and poor, black 
and white, kids and the elderly (one of the most well-known passistas of 
Recife is in his 80s).^  ^ Frevo, considered here as a collective dance has, 
from an anonymous writer, earned words that for me seem very 
interesting: it is a ball moving along the streets followed by everybody 
who wants to follow; and each participant individually creates the steps 
they know or are able to do. The stage for the dance performance is the 
street; there are no divisions or different levels of perspectives, nor 
differentiation of categories or interpreters. Everyone, as soloist, is a star 
in his or her own way” (1985:122).
Ruy Duarte’s (1968) comparisons between frevo and marcha-rancho might also be 
regarded, to some extent, as another example of a blurred interpretation. In order to 
highlight the contrasting differences between these two musical genres, Duarte creates 
a confusion by comparing the street-carnival contexts, in which the musical genre 
frevo-de-rua was played in Recife in the early twentieth century, with the artistic 
content of marcha-rancho — particularly the feelings that this type of music awakens 
in those who listen to it. Duarte argues that whereas the gentleness of the rhythm and 
melody of marcha-rancho, played in samba-schools, suggests happiness and
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contentment for those who listen to it, “fighting, war and quarrelling are the
suggestion of frevo” (1968:41). The author writes:
“Whoever hears at a distance, that strident, hallucinatory, aggressive 
music of fi*evo, performed by a true band of military music in Recife,*®
(...) is unintentionally taken over by a feeling of fear, of apprehension that 
some thing will happen.*^ When the ffevo-club approaches and he or she 
sees thousands and thousands of people dancing ffevo, it is necessary to 
be very familiar with that scene in order not to think that all the crowd are 
involved in a body-to-body fight” (1968:40,41).
Duarte’s mistake was mainly to try to justify what he had regarded as the “strident” 
and “aggressive” character of frevo music by pointing out the reigning atmosphere of 
fights and quarrels of the Recife street carnivals at the beginning of the twentieth 
century. Duarte did not compare the context of ffevo with the context of samba; and 
the artistic content of frevo with the artistic content of samba, consequently he came 
to the radical and false conclusion that “samba was made to entertain” whereas “fi"evo 
was made to hurt”(1968:41). If Duarte had undertaken a contextual analysis of 
marcha-rancho in the early twentieth century, just as he did with ffevo, he would 
have to acknowledge the existence of quarrels and fights during the samba street 
carnival parades. Alison Raphael (1981:77) reports that in the 1920s in Rio de 
Janeiro, sambistas were the target of the police, who often intervened at the Praça 
Onze (the central point of Rio’s carnival merriment at the time), either to break up 
fights or simply to harass the sambistas.. When the first Escola de Samba Deixa 
Falar was founded in 1928, the idea of calling samba groups Escolas de Samba 
[Samba Schools] was intended to lend an air of legitimacy to the sambistas’ existence, 
so that they would no longer be seen as merely rowdy groups of revellers.
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It is worth noting that ffevo was forbidden in the popular ballrooms of Rio de Janeiro 
in 1945, under the justification that ^'because o f the rhythm, the dance could lead to 
excesses and incidents” (Rector: 1984:67 emphasis added). In other words, a 
theoretically misleading assumption, in practice, drastically restricted the social and 
artistic reputation of passo and passistas. It is true that the fruition of artistic 
expression in general — including music, dance, painting and so forth — are meant to 
awaken specific types of feelings, emotions and states of mind in those who watch, 
listen, observe, experience or perform them. And it is also legitimate to reckon that 
some musical genres, for instance, express tranquillity, and may guide the listener to 
some sort of quiet contemplation and relaxation, while other rhythms are more 
stimulating or conducive to physical action. However, it is utterly mistaken to 
presume that the fruition of any musical genre, or the mood that a certain rhythm 
evokes might in itself have the power to lead people to misbehave.
It is true that during the Recife carnivals of the late nineteenth and early twentieth 
centuries, incidents, quarrels and fighting used to occur repeatedly in the contexts of 
ffevo clubs, where “the strident, hallucinatory, aggressive” ffevo-de-rua were played, 
and danced in such a way that might have looked like a “body-to-body-fight”. 
However, it is equally true that, during the same period, undesirable incidents also 
used to happen in the contexts of blocos de frevo, which might be regarded as one of 
the foremost examples of an Apollonian version of Brazilian carnival -  as the 
reigning atmosphere created by its music and singing was that of lyricism and 
nostalgia. Even so, the woodwind and stringed instruments “could change into 
weapons of attack at a blink of the eye” -  as Oliveira*® says (1985:18) -  in the event
ACT I  -  The background scenario 105
that any ‘funny’ intruder dared misbehave within the limits of the group’s street 
parade.
It is not among the concerns of this study to discuss the intriguing interrelationships 
between the experience/fruition of the arts and the formation of personality and 
behaviour.®® However, the benefits that may be obtained through ffevo dance 
practices, such as the development of motor co-ordination, fitness, self-confidence, 
sense of rhythm, musicality, self-expression and the achievement of positive and 
happy states of mind will be discussed, as they are an issue which passistas and ffevo 
teachers regard as of foremost importance.
In this research, the method chosen to avoid confused interpretations in the attempt to 
draw meaningful interrelationships between passo, passistas, carnaval, and Brazilian 
culture, was to undertake, as a sine qua non, the study of these topics separately. 
Because in spite of being vitally interrelated, these are indeed specific universes of 
study. In other words, before trying to understand the interconnections between these 
individual entities and elucidate how they form a whole, an indivisible totality, it was 
first necessary to examine their relative autonomy. Consequently, the thesis is 
structured as follows:
In ACT II: Setting the stage contemporary street-camivals in Recife and Olinda are 
briefly illustrated so that the reader may acquire a general understanding of their main 
features, mood, complexity, and purposes. The growth in size and social importance 
of Brazilian carnival in the last three decades is a complementary topic of discussion, 
which has been introduced to reinforce and expand the principal argument defended
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throughout the chapter: that the last five years of the twentieth century has turned out 
to be one of the most auspicious phases in the history of Northeast Brazilian folk- 
popular arts in general and frevo and passo in particular. Implicit throughout this 
chapter is the idea that it was during such a promising historical conjuncture for folk- 
popular arts and festivals that this research was carried out.
ACT HI: Introducing the main character provides background information about 
Francisco do Nascimento Filho: his social origin and professional career as a passista 
and frevo teacher in particular. The chapter recounts how he was artistically baptised 
Nascimento do Passo; how the idea of opening the first frevo dance school in Recife 
arose in his mind and was substantiated; it describes the itinerant character of his 
school and its principles. The important role Nascimento played in persuading Mayor 
Jarbas Vasconcelos to set up the first municipal frevo school in Recife is also 
considered; the enthusiastic and dedicated manner in which Nascimento, teachers and 
passistas of the municipal frevo school worked over the first five years of the school’s 
existence is also addressed. This chapter not only demonstrates why Nascimento 
should be regarded as the frevo-warrior, but also confirms that his popularity in 
Recife had increased to a hitherto unequalled level by the end of the millennium.
The main aim of ACT IV: Portraying the frevo dance school group is to depict a set of 
common traits which bind together this highly heterogeneous group. The major lines 
of investigation adopted to achieve this aim were to find out: what frevo means to 
those amateur and professional passistas and passo teachers who practise 
Nascimento’s teaching method; why these practitioners have chosen to study/teach 
frevo dance in this school; what they feel while they dance and afterwards; what their
ACT I  -  The background scenario 107
career aspirations and dance preferences are and what their family and friends think 
about their dance practices. The passion and enthusiasm for frevo was highlighted as 
one of the most prominent characteristics of the group.
ACT V: Teaching/learning how to dance frevo discusses the principles, objectives and 
the structure of Nascimento’s frevo in the fee t dance course. It demonstrates why 
passo is a multipurpose dance for passistas -  that is, it is simultaneously a form of 
therapy, a form of entertainment and an artistic work. The reigning egalitarian spirit in 
ffevo dance practices is also emphasised, and it is argued that in frevo, 
imitation/competition is a commonly shared focal point that tends to unite rather than 
divide the group.
The information about contemporary street-camivals in Pernambuco {ACT If), the 
people who live and work for the frevo cause (ACTS, III and TV), and the principles, 
objectives and stmcture of Nascimento’s teaching method {ACT V), were given 
previously in order to shed some light on the understanding of the choreological 
analysis of frevo {ACT VI), which is the very core of the thesis. ACT VI: Presenting 
frevo dance is subdivided into two major sections: Making sense o f passo’5  
choreographic codes and conventions, and Discussing improvisation. The first section 
IS focused primarily on the description/analysis of the dance technique itself, and the 
second has as its central point the discussion of the idiosyncrasies of passo 
improvisation. In this latter line of enquiry, the identification of the major ‘mles’ and 
norms’ that govern passo improvisation was of primary importance, so that the type 
and degree of liberty to create and express themselves that passistas enjoy while 
improvising could be actually grasped.
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ACT VII: The grand finale not only pinpoints, in a retrospective manner, some of the 
fundamental characteristics shared by ffevo, passistas, carnaval and Brazilian culture, 
but also provides some complementary information about the phenomena of ffevo.
Although each chapter of the thesis is relatively autonomous, I believe they are 
integrated in a logical and sound whole. I also hope that by reading this thesis the 
reader will gain a wider and deeper understanding of the phenomena of ffevo from 
distinct, but complementary, perspectives.
A CT II  -  Setting the stage ^
2.1, A brief account o f the 1996 street carnivals in Recife and Olinda
The diversity of the complete carnaval phenomenon in Recife and Olinda poses a 
large and challenging task for researchers to answer the basic questions that research 
normally requires: what is carnival about?; when and where does carnival happen?; 
how is the event planned, organised, and experienced by different people? who are the 
carnival participants?^ The complexity of the carnival phenomenon can be measured 
in different ways:
2.1.1,Territorial extension
The following transcription of a TV Jornal do Commércio advertisement, which aims
to catch the attention of those who are at home on carnival Saturday, is not a thorough
illustration of the full extent of street carnivals in Pernambuco but gives a broad
bird’s-eye-view of its territorial extent:
“Carnival in Pernambuco extends for more than 100 kilometres. It starts 
in Boa Viagem, goes around the centre of the city [i.e. Recife], goes up 
and down the slopes of Olinda, follows the blocos and papangus in the 
cities of Bezerros, Caruaru, Vitoria de Santo Antao, Garanhuns and 
Gravata. Since not everybody has enough energy to go all the way, TV 
Jornal invites revellers to join in and also to stay tuned to TV JornaTs 
carnival programme, broadcasting the hottest moments of the Feast of 
Momo." {Jornal do Commércio, 17 February 1996, Cademo C, page 1; 
emphasis added.]
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2.1.2. Popularity
The conglomeration of individuals of various ages, social classes, ideologies, creeds 
and so forth, who participate in street carnivals in Recife and Olinda is exceptional. 
The crowd following the parade of the frevo club Gala da Madrugada [Dawn 
Rooster] has become so extraordinarily huge (i.e. 1.5 million people) that it was 
recorded in the 1995 Guinness Book o f Records as the largest single carnival grouping 
in the world. Even though the exactness of these numbers may be questioned, it 
unequivocally represents a massive sum that is greater than the entire Recife 
population, which comprises a total of 1.421.993 (one million, four hundred and 
twenty one thousand, nine hundred and ninety three) inhabitants -  according to the 
result of the preliminary synopsis of the 2000 census published by the Brazilian 
Institute of Geography and Statistics IBGE.
The Galo da Madrugada Mask Club which was officially founded on 24 January 
1978  ^and which was celebrating its 18* anniversary that year, was regarded as the 
‘progenitor’, or the source of inspiration for several more recently formed carnival 
groups, such as: Rabo do Galo [Tail of the Rooster], Bico do Galo [Beak of the 
Rooster], Franga do Dia [Hen of the Day] and Galinha de Sao José [Hen of Sao 
José].^ The debut of the aquatic Galinha d ’Âgua [Water Hen] gathered together 
around 300 different kinds of boats -  including speedboats, sailing boats, fishing- 
boats, yachts, rowing boats, and so forth. It was one of the main novelties of the 1996 
Galo carnival event and was interpreted by a journalist as “the most concrete evidence 
so far that the space on land has become too small for the Galo". According to the 
same report, after the boats had paraded along the Capibaribe river, competing 6)r
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prizes in various categories -  such as the most kitsch, original and luxurious -  they 
met the “electrified caravel of the musician Bubuska”, which was anchored between 
the bridges Boa Vista and Duarte Coelho, where a musical show took place."  ^ [See 
next page photo of the Galo da Madrugada sculpture and a sample of its aquatic 
entourage in the 1998 carnival].
2.1.3, The countless concurrent events
Galo da Madrugada is just one among hundreds of carnival agremiaçôes and other 
types of carnival events taking place within the boundaries of Recife and Olinda, Zé 
Pereira Saturday as the eve of the official carnival days is locally called.
Taking as an example a privileged carnival location such as the centre of Recife, the 
revellers who prefer to enjoy themselves by following frevo orchestras in typical 
participatory carnival processions have at least two choices of entertainment on Zé 
Pereira Saturday: the Galo da Madrugada parade -  which in the 1996 carnival 
gathered together 18 trios elétricos [mobile sound trucks], 2 freviocas [mobile ffevo 
orchestras] and 1 pau e corda orchestra^ -  and the moving street party of the 
independent and irreverent Troça carnavalesca independente Nois Sofre Mais Nois 
Goza [We suffer, but we enjoy ourselves], which traditionally starts warming up at 
nudday, in Rua Sete de Setembro, and goes on until late afternoon, moving along the 
streets of Recife city centre. Nois Sofre, as it is normally called by its sympathisers, 
was created by artists, intellectuals and journalists and is very popular among the 
middle classes.^
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For those who prefer to dance on the spot, in more modem style, the best option in the 
1996 carnival was the Estaçâo da Folia on Dantas Barreto Avenue, where a big stage 
was built and a series of shows took place throughout the duration of the official 
carnival days. On Zé Pereira Saturday, the first performance was arranged to start at 
10:30 am, with the Fernando Borges Orchestra. It was followed by the show of the 
Super Oara Orchestra at 14:30, and subsequently by shows of André Rio, and Chico 
Science in the early evening; closing with the Queiroz Jazz Band Orchestra which 
was scheduled to go on stage at 10 pm “without a time limit to finish” [Jornal do 
Commércio 17 February 1996, Cidades, p 3].
The number of carnival groups parading along the streets in Olinda -  particularly 
during the mornings and afternoons -  is much bigger than in Recife. There were 
twenty five carnival groups arranged to parade between midnight Friday and 10 pm 
the Saturday evening of the 1996 carnival. The categories to which these groups 
belong are as follows: fourteen Troças, four Grêmio Recreativos, one Boneco; one 
Urso; one Afoxé, two Blocos; and two Clubes^. Besides the street party parade of 
these carnival groups -  which comprise the more participatory side of the Olinda 
carnival -  there were five other fixed points of carnival merriment in Olinda that year: 
1) at the Largo do Varadouro the presentation of Maracatu Naçâo Pernambuco was 
scheduled from 10 pm to 4 am next day; 2) at the Praça do Jacaré, the shows of 
Banda de Pau e Corda and the singer Paulo Pecado; 3) Praça do Carmo, the musical 
show with Marcflio Lisboa and his guests. 4) Fortim was livened up by the Frevioca 
band; and 5) Praça 12 de Março by the presentations of Zuzu Miranda and Thais.^
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The list above is just a brief illustration of the sheer number of events taking place on 
Saturday of the 1996 carnival in Recife and Olinda. No doubt there were many other 
events going on in Olinda, along Boa Viagem avenue, and in the other suburbs of 
Recife that day -  as most participatory street carnival events are not advertised in 
newspapers or in official programmes. In addition, there were also certainly a number 
of indoor carnival parties, being held in private social clubs and hotels, for instance, in 
Recife and Olinda, which are beyond the scope of the present study, but also 
constitute an integral part of the phenomenon of carnaval in this geographical area.
2.1.4.The variety o f artistic and cultural displays
During carnival days one can see, side-by-side, all types of artistic display which are 
indeed very different -  in form, content and purpose -  from each other. It can be said 
that the carnival merriment which is propelled by the Caboclinhos, Tribos de Indio, 
Maracatus Rurais, Maracatus de Baque Virado, Blocos de Frevo, Clubes de Frevo, 
La-Ursas, Bonecos, Afoxés and Escolas de Samba which flood the streets of the city 
centre of Recife and old Olinda during carnival days -  belong to the more traditional 
carnival branches. Conversely^ the carnival led by the mobile trios elétricos and the 
popular music bands, which perform on semi-permanent stages set up at several 
locations in Recife and Olinda, belong to the modem branch of street carnivals.
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2.1.5. The period o f time devoted to carnival celebration
Carnival in Pernambuco is not restricted to the offical three-day-festival on the 
calendar; it is indeed more appropriate to consider the Pemambucan carnival as a 
season, or a cycle with a flexible time limit.
New Year’s Eve is sometimes considered to be the opening of the carnival season 
because many New Year balls are already accompanied by frevo orchestras -  as 
Katharine Cate observed four decades ago (1960:85). Strickly speaking, however, the 
carnival season starts as soon as the Christmas period ends, and this officially takes 
place on January 6, Dia de Santo Reis [Epiphany] with the ritual called ''queima de 
lapinhas'' [the symbolic incineration of the stable where Jesus Christ was bom].
It is noticeable that, as soon as the New Year starts, a series of pre-camival events 
begin in Recife and Olinda. The so-called acertos de marcha are the most typical pre- 
camival events, originally meant to be the rehearsals of both types of frevo orchestras: 
the ones composed of brass instruments, and those with woodwind and stringed 
instruments. However, as a considerable number of people, sometimes equivalent to 
the crowds gathered on carnival days, started to participate in these ‘frevo-orchestra 
rehearsals’, the acertos de marcha have already become actual carnival parties, which 
are held either on the streets or in social clubs. [See photos on the following page of 
the Ceroulas pre-camival street rehearsal along Rua do Amparo in Olinda, on 28 
January, 15 days before carnival proper starts].
Ceroulas * Pre-carnival Street Rehearsal 
Amparo Street, Olinda, January 1996
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As the independent carnival groups normally need to raise money to pay the 
musicians who are to play during the carnival days, these acertos de marcha are 
favourable opportunities to fulfil this main purpose: either by selling the kits of their 
hlocos, which normally include a T-shirt, a sun hat or headgear, or by charging the 
general public for their rehearsal-parties’ tickets -  when these are held in private 
clubs. Moreover, these acertos de marcha also serve as a warm up for people to 
gradually ease into carnival mood; they simultaneously increase the popularity of the 
carnival groups in local society, thus guaranteeing the success of their carnival street- 
parades.
The Ensaio Geraf^ [General Rehearsal], held by the Secretaria Municipal de 
Turismo, which took place in Pàtio de Sâo Pedro, Recife, from 24 January to 16 
Febmary, Wednesdays to Sundays, fi*om 7:30 pm until about midnight, is an example 
of a sucessul pre-camival event, which, due to its popularity, was held during the 
1996 carnival season and subsequent years until carnival 2000 -  as far as I have been 
able to witness. Every night, the Ensaio Geral gathers together a number of camival 
groups, particularly those which are registered with the Associaçâo Carnavalesca de 
Pernambuco and will be participating in the competitive street parade held on the 
official carnival days each year. There were some evenings on which the general 
public could attend passo classes taught by Valdir Nunes fi*ee of charge. In fact, the 
Sao Pedro Square was every night literally transformed into a typical camival party, 
wilh people either watching, playing, singing or dancing to the sound of fi'evo 
orchestras, escolas de samba, maracatus, caboclinhos and so forth.
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It is not easy to say precisely when camival proper starts in Recife and Olinda. It is 
commonly accepted that, in Recife, camival starts with the Dawn Roster parade -  as 
the choms of the group’s anthem says: “Vein pessoal, vem moçada, carnaval começa 
no Galo da Madruga” [Come on folks, come on youngsters, camival starts with the 
Dawn Rooster]. In spite of this, the two major local newspapers, Diario de 
Pernambuco and Jornal do Commércio, reported that “the official opening” of the 
1996 camival took place at the ceremony in which the Mayor Jarbas Vasconcelos 
handed over symbolically the keys of the city to the Camival King and Queen. The 
event took place on the evening of Friday 16^  ^Febmary at the Estaçâo da Folia, with 
parades of maracatus, bonecos, ffevo clubs, fireworks, and was followed by an 
immense open-air ball for everyone to the sound of the Super Oara orchestra.
Moreover, the blocos: Azulao, Lingua Ferina, Compesa, and Saude which paraded 
along the streets of Recife city centre that Friday evening, 16 February, all joined in 
the ball at Estaçâo da Folia. The next day’s headlines in Jornal do Commércio were 
“Recife Boils With The Azulâo"'^^ -  and details of the group’s parade were reported: it 
was backed by the sound of eight trios elétricos and six orchestras, led millions of 
merrymakers through the streets of Recife and finished long after midnight. The 
carros alegoricos [floats] of Azulâo were adomed with Caboclinho Sete Flexas, 
Maracatu Indiana, and Boi-Teimoso figures dressed in their typical costumes. But this 
is not all: that Friday evening, on Boa Viagem Avenue, South Recife, there was also 
the remarkable street camival parade of the newly formed group Pancada do Ganzà, 
and a number of pre-camival events going on in Olinda as well.^ "^
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This does not mean, however, that Friday 16 February was the opening of camival in
Recife. The evening before, Thursday the 15 '^, there was the parade of fifteen groups
in Olinda and Boa Viagem. Jornal do Commércio listed the names of the groups, the
times, the starting places of their parades and also highlighted the fact that “since the
beginning of this week not only Boa Viagem Avenue has been taken over with
happiness, but also both the centre of Recife and Olinda.” By ‘happiness’ the
journalist means folia or camival merriment. In fact, the previous Sunday, 11
Febmary, the same newspaper had already announced that:
“Pemambuco is all folia already. Happiness will bloom in double today, 
at the opening of the pre-camival week, in both Boa Viagem and Olinda...
In Boa Viagem, the Bloco da Parceria is expected to bring together a 
crowd of 500,000 (five hundred thousand) people, with an extraordinary 
PA system. Meanwhile, in Olinda, the traditional Bloco das Virgens 
promises to beat their own record by attracting more than 800.000 (eight 
hundred thousand) folioes to Bairro Vovo” (JC, Cidades 11 February 
1996, page 1).
The next day, Monday 12 February, the Jornal do Commércio reiterated that: “Recife 
Carnival was officially opened by Marco Maciel, the vice-president of the Republic, 
yesterday [i.e, Sunday l l^ j  at 10:30 am, during the parade of the “Bloco da 
Parceria”; an occasion on which “more than five hundred thousand revellers took 
over the seafront dancing and singing, as they followed the fifteen trios elétricos, 
from early morning until late aftemoon.”^^.In Olinda, it is the Desfile das Virgens 
[Virgins’ Parade] -  composed exclusively of men dressed up as women -  that in the 
last few decades has come to be regarded as the official opening of Olinda’s pre- 
camival week, as pointed out in the Diario de Pernambuco report:
The Bloco das Virgens was founded in 1953 by a group of football 
players who used to play football on Bairro Novo beach. In the first year
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there were only twenty two ‘damsels’ parading on the streets of Olinda, in 
crêpe paper fancy dress. The group has grown in size and exuberance and 
today claims responsibility for the opening of the pre-carmval week in 
01inda”(D.f. 12 Februaiy 1996, Vida Urbana, A-5).
When camival finishes is another question that can not be answered straightforwardly
at present. The traditional Ash Wednesday, considered in verse and prose to be
“unpleasant” no longer represents the last day of camival revelry. “Fifteen Groups
Keep Camival Going in Olinda” -  ran the headline of Diario de Pernambuco, on
Thursday 22 Febmary. The report says:
“Ash Wednesday is not only a day for hangovers. There are always 
enthusiastic merrymakers who insist on going out onto the streets to keep 
up the camival mood. In Olinda alone, fifteen groups paraded yesterday 
between 5 a.m and midnight. Among these groups were: Vassourao de 
Olinda, Maracafrevo, Guarda Noturno, Bicho Maluco Beleza, Segura a 
Coisa, besides the traditional Bacalhau do Batata, which has paraded on 
Ash Wednesday for 33 years” {D.P. 22 February 1996,Vida Urbana,B-l).
The same newpaper reported that, in two suburbs of Recife, Ash Wednesday had not 
yet arrived because the group Irresponsaveis [The Irresponsible] gathered a crowd of 
revellers in the streets of Àgua Fria; whilst the Bacalhau do Verdura [Vegetable Cod] 
had given many people in Àguas Compridas as much fun as if it were the first day of 
camival revelry. The festive excitemement of the 1996 camival continued in Olinda 
and Boa Viagem almost unintermptedly, at least until the weekend following Ash 
Wednesday. According to the Jornal do Commércio's report, on Friday 23 February, 
the Bloco Parou Por que [Why have you stopped?] was parading on the main streets 
of Old Olinda from 8 p.m onwards; on Saturday 24’ the merriment continued with the
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parade of Bloco Eu Quero Mais [I want more]; and on Sunday 25 the partying went 
on in Boa Viagem with the Bloco Camburao da Alegria}^
In conclusion, camival in Recife and Olinda is a phenomenon that slowly builds up -  
with several types of entertainment such as shows, rehearsals, free dance classes, 
street and club parties and so forth. It reaches its peak during the three official 
camival days, which should be understood as the climax of all the festivities but not 
as the entirety of the festivity itself. In Recife and Olinda the camival revellers 
continue ‘feeding the fire’ intensively for at least five more days following Ash 
Wednesday in an atmosphere of total complicity -  or even encouragement -  on the 
part of local government and tourist industries. On Friday 23 Febmary, Samuel de 
Oliveira, the President of EMPETUR [The Pemambucan Tourism Authority], 
expressed openly and clearly that a great number of visitors were expected to stay in 
Pemambuco during the coming weekend, either to recover from the merrymaking, or 
to make the most of the blocos that would be parading on Sunday.” He continues: 
“Camival in Jaboatao dos Guararapes, for instance, has not finished yet, and this 
helps to keep the tourist in the state.”^^
There are other reasons, beside the strictly economic ones, which motivate the 
inconsolable and insatiable folioes to go on revelling incessantly, thus committing the 
sacrilege’ of making the traditional Ash Wednesday another day of revelry. Some 
people, who work during the days of camival proper, allow themselves to have some 
frin as well. As this is only possible when their camival responsibilities are over, they 
have founded post-camival groups to fulfil their wishes.^^ It is known that the reason 
'’^ hy bloco Segura a Coisa [Hold the Joint] decided to parade on Thursday evening
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following Ash Wednesday, when the great majority of revellers are exhausted, is to 
challenge the view of those who think that people who smoke marijuana are lazy or 
do not have enough energy to do things. Many people do not accept the end of the 
party, possibly because they do not want to return to their normal life routines and 
face the old problems they have temporarily put aside or stopped to think about, 
having enjoyed themselves on a full-time basis through the camival days. It must also 
be considered that, not to feel completely satisfied with any happiness we possess is 
an inherent part of human nature: we are always seeking greater happiness, we always 
want more, and more, and more... But paradoxically, the more we indulge in any 
pleasures of the senses -  either of sight, hearing, touch, taste or smell -  the more our 
desire seems to increase. For this reason Goethe (1977) remarked, in relation to the 
late eighteenth century Roman camival, that “the end of each day is unsatisfactory” 
(p.446).
All these reasons harmoniously complement each other to make camival in Recife 
and Olinda one of the liveliest and longest in the world.^^
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2.2. The growth and importance o f Brazilian carnival
By the end of the 1950s, Eneida de Morals (1958:3) considered camival to be the 
Brazilian festa maxima -  that is, the biggest and the most important festival in the 
country. The author points out that “all historians who wrote about Rio de Janeiro, 
during the Empire and the Republic periods, regarded camival as the greatest festival 
of the Brazilian people” (Morals 1958:43).^^
In the particular case of the street carnivals in Recife and Olinda, it seems evident -  
especially for those who have actually brincado carnaval in loco (or taken part in 
camival itself) during the last two decades -  that camival has grown significantly, not 
only in size^ "^  but also in importance for local society. These plausible impressions can 
also be demonstrated through a review of the camival literature.
In 1960, Katherine Cate shows surprise in remarking that “the most important festival 
of the year to Brazilians is not even a national holidaÿ’ in that country (1960:86 
emphasis added). The author explains further that “both the Monday and Tuesday 
before Lent are considered normal working days; and stores, offices, and usually 
foreign embassies, are open for business as usual” (p 86). In another passage Cate 
remarks that
“Governmental offices remain open, often with reduced personnel, and 
business activities continue as usual, although sometimes considerably 
hampered by the riotous merrymaking. No special arrangements are made 
for the release of the urban labour force during the four-day festivity, and 
many household servants are expected to perform duties for at least part of
eachday”(1960:10).
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At present it is observable that, during the official days of camival, in the 
Metropolitan area of Recife and Olinda, only a very few businesses actually remain 
open, such as for example: dmgstores, hospitals, gas stations, restaurants, 24 hour 
cash points, cinemas, the intemational airport, train stations, and some feiras-livres 
for just a few hours per day.^^
By the end of the 1970s, Roberto da Matta had already stated that camival is one 
national ritual that demands a ‘vacant time’, that is a h o l i d a y B y  that time, 
therefore, camival had already become a national holiday on the calendar. According 
to the Brazilian anthropologist’s opinion, camival and Independence Day [Dia da 
Patria] -  also called National Week [Semana da Patrid] -  are the lengthiest national 
holidays, being comparable only with Holy Week [Semana Santa] The author also 
equates the popularity and importance that both Independence Day and Camival have 
in Brazilian society, by affirming that these rituals “have an effect on all parts of 
Brazilian society, being celebrated throughout the whole country, and involving the 
participation of all the classes, categories, and social groups which make up Brazilian 
national society.”(1977:244)
Even though Independence Day and Camival may still be considered some of the 
most important rituals in the country,^^ there is no equivalence between them in terms 
of duration or popularity, and '"effect’ (to use the same term as da Matta) each one has 
on Brazilian society at present. The actual holiday of the so-called ‘National Week’ is 
limited to one single day: 7 September, and the same happens during ‘Holy Week, 
as people are released from work only on Good Friday. It is tme that individuals fro®
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all social classes participate in Camival and Independence Day. However, it is not 
true that their number, either watching or parading on 7 September, can be regarded 
as equal, or even similar to the massive crowd watching or parading during the days 
of contemporary street camivals in Brazil -  whether in Recife, Olinda, Rio de Janeiro 
or Salvador.
Carnival’s popularity is unrivalled. No other event is able to gather together on an 
annual basis an equivalent number of people. There were indeed a few episodes in the 
history of Brazil, in which a single event gathered an extraordinary number of 
individuals, equivalent to what happens during camival. An example was the victory 
of the Brazilian football team in the 1994 World Cup which motivated large sectors of 
the population, in different capitals from the north to the south of Brazil, to go out 
onto the streets, in order to welcome enthusiastically (in some cities with music and 
dancing) the Brazilian football team. The unexpected and undesired death of President 
Tancredo Neves, who was conducting the democratic transition of the country after 
two long decades of military dictatorship, was another unparalleled occasion on which 
It seemed as if the whole country was united by the common feeling of sorrow. These 
episodes however, do not happen on a regular yearly basis as camival does.
Furthermore, Independence Day has only one focal point, which is the military 
parade, which normally takes place in a.single spot,^  ^ and gathers the military 
authorities, military personnel and general public. By way of contrast, camival has 
®ore than one focus of interest^® and concentration -  as it is spread throughout a large 
number of streets and avenues of various suburbs of Recife and Olinda — and the 
character of camival events also varies from place to place. Another sigmficant aspect
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that differentiates camival from Independence Day is that the former really boosts the 
economy of the cities in which it takes place and has actually become a profitable 
business. In fact, carnival has become not only an investment but also a good 
opportunity for making money.
On 14 January, Jornal do Commércio stated that “The Municipal Governments of 
Recife and Olinda will spare neither effort nor money to make the 1996 camival the 
best of the last few years.”^^  According to the same report, the two cities together 
were planning to invest around R$ 4.5 million Reais^^ in the preparation of the 
festival that year, in the hope that there was going to be an increase of 20% in the 
number of tourists in both cities. In the Diario de Pernambuco report, Carlos Eduardo 
Pereira, the Tourism Secretary of Recife, announced that in the centre of Recife the 
local Government was going to invest “R$ 2.2 million in infra-stmcture, street 
decoration and personnel.” He also explained that the investment would be focused on 
the centre because “the Galo and the camival in Boa Viagem are self-supporting, or 
already supported by private initiative”.^ ^
“Camival Already Begins to Heat Up Economy” is the headline of Jornal do 
Commércio^^ thirty-four days before camival proper starts. According to this report, 
the beer industry was getting ready to sell 50% more than in 1995; the hotels were 
already celebrating the optimistic forecast of being fully booked during the four 
camival days, whilst revellers were renting the last remaining houses in the Cidade 
Alta [i.e. Olinda] -  to the delight of hundreds of landlords.
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For the great majority of the middle class who live in Olinda Antiga, the area in which
the main foci of Olinda is participatory camival merriment are located, camival has
become an unusual opportunity to supplement their meagre salaries. In the 1996
carnival, to rent a residence during the five-days offolia cost something between four
and six thousand Reais, according to the numbers published in an article entitled:
“Rentals in Olinda Become Goldmine”:
“To rent out a house in Olinda, in the areas near the camival foci, is a 
good business for those who own property in the Cidade Alta. Payments 
received over at least five carnivals together are enough to buy the house 
being rented” (Jornal do Commércio, 14 January 1996, Economia, page 
5).^ ^
Samuel de Oliveira, who was at that time the President of EMPETUR, regarded the 
1996 camival as “the best camival in the history of Pemambuco”, because one million 
tourists had visited the state fi’om the pre-camival week until Ash Wednesday, and the 
result was surprising: the festival generated a tumover of R$ 300,000,000 (three 
hundred million) Reais. Oliveira also explained that the demand for the 1996 camival 
in Pemambuco had increased to the point that, for the first time, travel agencies did 
not offer promotions or discounts. All packages were sold in advance and at fixed 
prices.^  ^ The consumption of beer also surpassed expectations, “35 million litres”, 
which “according to retailers broke the record in Pemambuco.
Camival may also have been regarded as a profitable business for a number of 
professional blocos, most of which parade along Boa Viagem Avenue. According to 
information released by Armando Feitosa, the President of Boa Viagem Camival 
Association, “approximately 50% of the 26 blocos which parade on Boa Viagem 
Avenue are professional, they employ from eight to twelve people, besides those who
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sell the kits and work for Recifolia and Carnival.” Feitosa also declared that “a 
bloco de trio^^ generally invests at least R$ 100,000 (one hundred thousand/® to 
participate in camival and makes a profit which varies from 20% to 40% of the 
resources invested.” He also emphasised that there was no crisis in this sector, and 
that during the last ten years at least ten new blocos had been set up.
Camival may also be regarded as one of the most favourable seasons for the launch of 
audio CD of fi'evo or other Pemambucan rhythms. In the particular area of folk- 
popular dances, it is noticeable that, during the camival cycle, there is indeed a 
significant proliferation of short duration folk-popular dance courses, attending the 
increased interest in learning these dances among the local citizens as well as tourists 
fi*om other parts of Brazil and abroad. During camival days, the opportunities and 
invitations for firevo performances certainly multiply, as is pointed out by a number of 
professional dancers, who have taken on the responsibility of performing fi'evo 
throughout the whole year and not only during camival times. In fact, during camival 
days, passistas may be seen performing passo solos on the top of trios elétricos, semi­
permanent stages spread throughout Recife and Olinda, in social clubs and camival 
street-parades of a number of camival agremiaçôes -  including troças, ffevo-clubs, 
even samba schools,'^  ^and so forth.
In response to the question: “do you have more opportunities to teach and perform 
during camival time?” Angelo Madureira said: “For sure, for sure. I believe that 
camival, for us [members of Balé Popular do Recife], is the month in which we have 
more options, people invite us for more TV advertisements, for presentations, to 
teach” — and so fbrth.^  ^When I asked Angela Fisher, Angelo’s mother: do you think
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that of the four cycles, carnival... she did not even let me complete my sentence and,
as she knew she was able to guess my thoughts, answered promptly:
“Camival is the most popular cycle. Because it brings ffevo, that people 
are all crazy to leam how to dance, aren’t they?, the caboclinho, the 
maracatu, and a little bit of samba -  which we also teach, but only a little 
(...). These are the most sought after dances.”"^^
José Ramos also emphasised that throughout the whole year the passistas from the
Escola Municipal de Frevo, and Escola Nascimento do Passo, have plenty of
presentations. However, “it is during the camival cycle, particularly in the months of
December, January, Febmary that this number increases even more”. Ramos says that
“there are days in which we have to divide our group because there are two
presentations scheduled for the same day [and time]. The requests for presentations
during the camival period are many and varied, and we quite often have to split the
group.”^  Gil Silva has also stressed that during the camival period they work more
than at any other time of the year:
“There are camivals in which we cannot cope with the number of 
presentations: three, four, per day. In one day, we performed at a school, 
later on, at the Military Police headquarters, in the evening we went on 
dancing in Cordeiro. These were three weighty presentations, just on 
Friday [pre-camival]. On Saturday, we participated in the Bloco Segura o 
Talo, and in the evening we performed at the camival opening ceremony.
So, there are times when it is a msh. Many schools always request our 
frevo presentations, and so forth”."^^
hiês Silva explained that there were occasions on which they, from the Escola 
^oscimento do Passo, had to refuse some invitations to perform in other cities during 
carnival days because the number of passistas was not enough to split into more
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groups; and also because there were not enough adults who could be responsible for, 
or look after the whole group of that school.”"^®
For the reasons outlined above, I believe that the importance camival has acquired in 
Brazilian society is much greater than that of any other ritual. The impact or effects of 
the festivities, not only on commerce and the local economy, but also on culture and 
frevo dance communities are immeasurable.
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2.3. Pemambucan folk-popular cultures in the 1990s: increased popularity
The extraordinary growth in size and importance of the street camival celebrations in 
Brazil, and Pemambuco in particular, during the last few years of the millennium is an 
observable fact that goes hand-in-hand with the increase in popularity of 
Pemambucan folk-popular arts in Brazil. I had the great pleasure to witness both 
social phenomena, during the visits I made to my home country at the end of 1995, 
1996,1997 and 1999.
I was surprised to witness, for instance, in early 1996, that a significant number of 
young people were enjoying maracatu-de-baque-virado rehearsals. The success and 
popularity of Maracatu Naçâo Pernambuco^^ was outstanding at that time. The group 
had been rehearsing at the Mercado da Ribeira square on the last Sunday of each 
month throughout the previous year and around three thousand people started to tum 
up each time. As the space was not big enough and did not have satisfactory infra­
structure to accommodate such a huge crowd safely, Germano Coelho, the Mayor of 
Olinda, offered the group the Mercado Eufrasio Barbosa free of charge, where they 
could rehearse, store their costumes and instruments, and perform their shows."^ ^
On 7 of January 1996, there was the première of Maracatu Naçâo Pernambuco^s 
spectacle Leâo Cantador [Singer Lion], .at the Mercado do Varadouro, which 
continued every Sunday until camival proper. In spite of being a stage performance, 
there were no seats for the audience/onlookers to watch passively. Throughout the 
whole show the standing audience participated actively by either singing or dancing, 
cr both, as the typical folioes normally do during camival time on the streets. I was
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astounded by the significant number of spectator-participants dancing maracatu, 
ciranda, coco de roda, and so on, not only spontaneously but also creatively. At some 
point during the show, a big space was opened in the midst of the crowd and a ciranda 
wheel was formed, and people started to dance ciranda. Surprisingly, within the 
waving rhythm of the ciranda wheel, countless dance steps, which strictly speaking do 
not belong to the ciranda movement vocabulary but to frevo and other folk-popular 
dance forms, were introduced on the suggestion of a few leaders and performed by the 
rest of the participants in the ciranda wheel."^ ® After having been away for one year, 1 
was struck by the remarkable novelty of such a significant number of people who 
were so familiar with some of the most typical steps of Pemambucan folk-popular 
dances.
Moreover, the stylised and innovative work of the Maracatu Naçâo Pernambuco, 
which involves a fusion of rhythms and dance moves, was being praised and 
applauded not only by a significant number of youngsters to middle-aged people from 
the middle classes, but also by members of root-maracatus as well. Mestre Salustiano, 
for instance, who is the creator and leader of the Association o f Maracatus o f the State 
o f Pernambuco, and the founder of the traditional Maracatu Piaba de Ouro, 
expressed his approval and sympathy towards the artistic work of Maracatu Naçâo 
Pernambuco.
Salustiano revealed that the Maracatu Piaba de Ouro had decided not to parade in 
the 1996 camival in Recife because the authorities offered them just half of the 
amount they required for transporting and feeding the 300 participants. He interpreted 
this as “the scom of the authorities towards the maracatu”. Salustiano also emphasised
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that “everything is very difficult for them”, that “they don't have money, but continue
performing maracatu out of love”. Significantly, when the journalist asked him: “In
spite of all the difficulties maracatus have, do you feel honoured by the younger
groups performing maracatu in the city, even if in a stylised way, or blending its
rhythm with some other rhythm?” Salustiano answered concisely: “Yes, I am very
happy with their remembering Maracatu” ®^ Mestre Salustiano’s favourable opinion
towards the stylised artistic work of Maracatu Naçâo Pernambuco was also published
in Bate Livre, where he states:
“I find the work of Naçâo Pernambuco very important. They are people 
who always look at the root-people, like Luis de França and me/^ they are 
my friends. It is not a root maracatu but it is formed by people who have 
tried to research from the authentic authors. They have a pretty name that 
includes all the maracatus. Through the Naçâo Pernambuco we, the root- 
people, could also develop a wider knowledge. I am in favour of them 
having more and more success. And those who want to grow must work!^^
The quotation above shows clearly that Salustiano regards the members of Maracatu 
Naçâo Pernambuco as fi*iends or allies, who are fighting for a cause similar to that of 
root-maracatus. The passage also suggests there is no trace, in Salustiano’s mind, of 
those, quite often misused, concepts of ‘undue appropriation’, ‘cultural colonialism’ 
and so forth.^  ^ In this respect, the leader of root-maracatus sent a tough message to 
those who might disagree with the re-creation of maracatus in a more contemporary 
fashion, or even resent and envy the success that Maracatu Naçâo Pernambuco was 
enjoying at that time in local society. In the last sentence of his speech it is implicit 
diat: instead of being envious (or even offended), you should work harder in order to 
reach similar success”. The reasons why Mestre Salustiano approves_of the innovative 
Work of Maracatu Naçâo Pernambuco are twofold: 1) he feels respected and valued 
leaders of the Maracatu Naçâo Pernambuco, because they have tried to leam
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from the authentic root-maracatus; and 2) he understands that the success Naçâo 
Pernambuco was enjoying was also beneficial to the root-maracatus, in terms of 
popularity and development.
No doubt, Maracatu Naçâo Pernambuco has not only spread the maracatu rhythm 
and dance among the young generation and middle class sectors of local society, but 
has also opened up a path for the popularisation and re-valuing of the traditional 
maracatus as well. It is not a mere coincidence that the long-established event Noite 
dos Tambores Silenciosos, which gathers dozens of maracatus-naçôes in front of 
Pàtio do Terço in Recife, at midnight every Monday of camival, recovered its 
brilliance and popularity in the 1996 camival. After having been suspended for many 
years, the participants of root-maracatus were delighted to hear that their parade was 
being transmitted live over the Intemet to the whole world that year. '^^
The popularity of maracatus, particularly the maracatus-naçôes-de-baque-virado, was 
impressive in the 1996 camival. I noticed, for instance, that two outstanding pieces of 
street camival decoration were the immense and illuminated statues of the Queen and 
King of maracatus-naçâo floating on the Capibaribe River in the centre of Recife. 
[See the photos of these statues on the next page]. I also perceived that one of the 
most popular indoor pre-camival events, the IS**’ Bade dos Artistas [the Artists’ Ball], 
was celebrated with the theme A boneca é de cera vamos todos festejar [The doll is 
made of wax, let us all celebrate]. The ‘dolT is an allusion to the symbolic and 
mystical calunga^^ of the marcatus. The appearance of the first two children s 
maracatus; the Maracatu Naçâo Ere and the Maracatu Naçâo Estrelar in two distinct 
suburbs of Recife: Brasilia Teimosa e Châo de Estrelas respectively — are substantial
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pieces of evidence that the value of maracatus, as artistic and educational vehicles, 
goes far beyond their entertainment and presentational purpose during the carnival 
season. [See photos of Maracatu Naçào Estrelafs carnival street parade on the next 
page].
Moreover, the street parade of the Troga Nois Sofre Mais Nois Goza in the 1996 
carnival was accompanied not only by the usual two traditional frevo orchestras, but 
also by maracatu drummers. It is also worth noting that the audio CD Recife Frevoe 
[i.e. Recife is fi*evo], produced by Carlos Fernando with the support of the Caixa 
Econômica Federal [CEF], Fundagao de Cultura da Cidade do Recife, and by Virgin 
Records, is, as its title suggests, mainly dedicated to frevo music. However, besides 
the three types of frevo (de rua, de bloco and cançâo) the disk also included in its 
eclectic repertoire the maracatu song Seu Luis e Salu composed and sung by 
Bernardino José, the founder and leader of Maracatu Naçâo Pernambuco. These facts 
may be regarded as further indicators of the remarkable popularity enjoyed by 
maracatus-naçôes-de-baque-virado that year.
Apparently, the popularity of maracatus-rurais, also called maracatus-de-baque-solto 
[free-thud maracatu] was not as great as that of the maracatus-naçôes. However, it is 
noteworthy that the number of maracatu-rurais in the state of Pernambuco increased 
to eighty over the eleven years up to 1996^  ^— despite all the financial hardship the 
maracatu-rurais members had been experiencing.^^ Their presence in street-carmvals, 
particularly on the Monday of carnival in Olinda, became a remarkable happening and 
integral part of the Olinda carnival schedule. The largest encounter of maracatus- 
nJTais ever held in the state of Pernambuco took place on 19 February in the 1996
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carnival. It was organised by Mestre Salustiano, who gathered the eighty existent 
groups of maracatus which met in Humiara Zumbi, Cidade Tabajara, where he lives, 
and proceeded to Olinda to hold a great street carnival party.^^ ,
With regard to frevo music, the re-discovery and re-valuing of the romantic and 
nostalgic frevo de blocos by revellers was one of the most remarkable phenomena of 
the 1996 carnival which continued in subsequent years until the carnival of 2000. No 
doubt, much larger sectors of the middle classes discovered or re-discovered the 
delight of having fun by singing in groups the lyricism of traditional frevo-songs.^^ By 
the end of 1995, the traditional Bloco da Saudade had released their first CD: 
Saudade Vai Passar, sponsored by Banorte Seguros. The increasing popularity of the 
group was evident in the tremendous success of their acertos de marchas, which have 
traditionally been held at the AABB club, every Friday throughout the carnival 
season, and have always been packed with folioes. No doubt, the artistic work of 
Bloco da Saudade might be regarded as one of the most decisive forces contributing
I
to the increase in popularity of the musical genre frevo-de-bloco in local society. The 
event Encontro de Blocos [The Meeting of Blocos], which since 1996 has taken place 
in the centre of Recife on Sundays, Mondays and Tuesdays of carnival proper, has 
confirmed the great prestige of the group, whose presence at that event has been ^
constant and indispensable.
The brilliance and popularity of frevo-de-bloco inspired the famous Galo da 
Madrugada to pay homage to that musical genre in their 1996 carnival parade, which ^
for the first time was led by a float on which the traditional and nostalgic frevos-de- 
bloco exclusively were played and sung. This certainly constituted an extraordinary
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novelty. The ever-so-crowded parades of this largest frevo-club in the world had 
always been enlivened by dozens of trios elétricos -  which comprise electrical 
musical instruments on mobile lorries, traditional frevos-de-rua and other types of 
‘spicy’ rhythms which are always very conducive to dancing.
The most extraordinary innovation regarding ffevo-de-blocos, however, is the 
appearance of the choral “Aurora de Amor”, made up of teenagers of both sexes, who 
sing the nostalgic and traditional ffevo-de-blocos. No doubt this represents an 
extraordinary achievement and advance within the frevo-de-bloco musical genre, 
which has traditionally been sung only by middle-aged to elderly ladies -  known as 
the pastorinhas.^^
To know for sure whether the notoriety or popularity of the traditional and orchestral 
frevos-de-rua increased or decreased during the middle/end of the twentieth century 
seems to be an extremely difficult issue. In this respect, the Diario de Pernambuco, 
20 February 1996, published a rather pessimistic article entitled “Ültimos Acordes” 
[The Last Chords], reporting the struggle unleashed by the musicians of brass and 
wmd frevo orchestras to recover their status, which had been overtaken by the modem 
trios elétricos. The report says:
‘The great frevo orchestras are in extinction during the Momo period.
There has been no agreement to enable the cohabitation of the electric 
sound of the guitars, bass and keyboards, with the traditional brass and 
wind instruments.”^^
The anonymous journalist goes on postulating that it was “the carnival of Boa Viagem 
(a Wealthy suburb of Recife) which had gradually caused the downfall of the frevo 
c^hestras and the rise in the popularity of electric bands, which substituted authentic
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wind instruments with the programmed keyboard”. Moreover, and according to the 
journalist’s opinion, “it is very difficult nowadays to find someone interested in 
learning to play the trumpet, tuba (bass horn), trombone or flute”.
Although the proliferation of electric musical bands (also called trios elétricos) to the 
detriment of the traditional frevo orchestras is an undeniable fact, the discussion of the 
reasons why this is the case could constitute a research topic on its own. However, 
within the limits and purposes of this chapter, it is necessary to counter the 
aforementioned pessimistic prediction that ‘frevo orchestras are condemned to 
extinction’ with the consideration that the number of audio CDs of frevo genres 
(including orchestral frevo) launched on the market in recent years has increased. This 
fact should not be underestimated and may signal the existence of light, or hope, at 
the end of the tunnel.
It is worth recalling that in the early/mid-1990s, it was virtually impossible to buy 
traditional frevos-de-rua either on long-play records, CDs or tapes in any Shopping 
Centre or record shop in Recife. At best, one might find a rare frevo CD or, more 
likely, an LP recorded many years ago, in the Museu do Frevo or Casa do Carnaval 
Nowadays, however, there are countless titles available to the general public in 
specialist music shops in Recife. Just to cite a few: the collection entitled 20 Super 
Sucessos, Historia do Carnaval, produced by Polydisc, which is subdivided into 
frewo-cangdo, frevo-de-bloco and frevo-de-rua, has re-launched dozens of original 
frevos on the market. Each of the above-mentioned frevo genres is already available 
in three CD volumes. Other examples of CD titles recently published are Evocando 
Nelson Ferreira', O Tema é Frevo, Carnaval Ano 2000 and Recife Frevoé.^^
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Quite often these CDs are sponsored by Governmental Agencies -  such as Sudene, 
Secretaria de Cultura da Cidade do Recife, Fundagao de Cultura da Cidade do 
Recife, Caixa Econômica Federal. Sometimes, the sponsorship is in conjunction with 
private companies, such as the Centro Hospitalar Albert Sabin, Banorte Seguros; or 
by one or more musicians, who are also members of a given bloco. The absence of 
powerful multinational CD companies in frevo music production explains, in part, 
why frevo and other genres of Northeastern folk-popular music are not broadcast by 
radio stations as much as the pop rhythms of foreign origin and other mass-oriented 
national rhythms. Consequently, the national and international popularisation of these 
locally composed musical genres is severely obstructed.
No doubt, the increase in the number of audio frevo CDs and other Pemambucan 
rhythms being launched on the local market strongly indicate that the second half of 
the twentieth century has been one of the most favourable periods for the flourishing 
of the folk-popular music of Pernambuco.
In the accompanying booklet of the 1998 version of the collection Pernambuco em 
Concerto [Pernambuco in Concert] -  which has already been re-issued three times, 
Africa Produgoes explains why this CD collection came into existence as follows:
Pernambuco is going through a time of cultural effervescence that has no 
way back. The media all over Brazil have highlighted our musical 
production and we are being seen and heard more and more. (...) 
Pernambuco in Concert has appeared as a way of congregating the 
various facets of this cultural effervescence, to stimulate it even more and 
to reveal the groups that are achieving success in the state among new 
audiences.”
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The cultural ebullience that took place in Recife during the last years of the twentieth 
century was also reported in 1997 by journalist Joao Gabriel de Lima in a seven-page 
article published in Veja -  one of the major Brazilian national news magazines. In it, 
the journalist says: “Whoever finds the cultural life of Brazil a hangover should spend 
some time in Recife. This city, located in an economically stagnated state, has become 
the Brazilian capital of youth culture.”^  In 1999, Gaetano Veloso, a nationally 
renowned singer and composer, reinforced a similar idea, with the statement: “Bahia 
has already given all that it had to give, Pernambuco is the new cultural hub of 
Brazil.”^^  It is indeed very surprising to hear this type of exaltation of Pemambucan 
culture being uttered by a baiano, such as Gaetano Veloso, because the longstanding 
rivalry between the states of Bahia and Pernambuco has already become a ‘historical 
tradition’ in Brazil.
My general impression, during my visits to Brazil at the end of the twentieth century 
was that Recife had become more Armorial ^  -  in the sense that the middle and upper 
classes had begun to sympathise with and value our cultura mestigcF more than they 
had ever done before. My attention was caught by a number of stickers stamped on 
the windows of cars and buses saying: ‘Orgulho de ser nordestina’ [Proud of being a 
Northeastemer], ‘Sou Pernambucano sou um forte’ [I’m a Pemambucan, so I’m 
strong], or ‘Modéstia à parte, sou Recifense ’ [Modesty apart, I am from Recife]. I had 
never seen the citizens from Pernambuco expressing or revealing their regionalist 
feelings in this way before.
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It can be inferred from the stickers’ messages — regardless of who invented and 
patronised them — that there is a underlying political intention to increase 
Pemambucans’ self-esteem. In other words, to awaken the citizens of Pernambuco to 
the importance of accepting what they are, and to value their own culture — including 
ways of behaviour, accents, beliefs, creeds, forms of artistic expression and so forth. 
Moreover, it can also be presumed that these messages are addressed to anyone who 
might come from a more economically or technologically developed region, whether 
in Brazil or elsewhere, and because of that judge their own culture as being better 
than” or “superior to” these of the Northeast. These messages might also be 
interpreted as a response, at an ideological level, to the so-called ‘globalisation 
process’, which has progressively affected Brazil to the advantage of the most 
powerful imperialist societies.^^
No doubt, the messages implied in these stickers are entirely in tune with the 
Armorial premise that it is only through the valuing o f their mestizo culture that 
pernambucanos can make a substantial and unique contribution to the rest of Brazil
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and the world. Only by doing this can pemambucans receive some benefit from the 
so-called globalisation process.
This does not mean that the financial hardship experienced by the vast majority of
folk-popular artists, or by those who are committed to the folk-popular arts has
ceased because of the increase in popularity and acceptance of their work in local
society. However, it is significant to note that for a number of artists, financial
poverty no longer necessarily implies artistic poverty -  as if they had taken on board
one of the main messages that Ariano Suassuna has been defending in his lectures and
public talks for decades, that is:
“It is not tme that an underdeveloped country (or region) necessarily 
possesses underdeveloped art. Because, if this were tme, the only path 
out of cultural underdevelopment would be the adoption of the progress 
and artistic techniques of developed countries”.
On the contrary, what Suassuna teaches us is that “a country can be rich and powerful, 
such as the United States, and yet it may have a culture that is inferior to that of a poor 
country, such as India”. Moreover, “the notion of progress is valid for technology, 
but not for art and literature -  as Suassuna points out.”^^
Likewise, Chico Science, the ex-leader of the Movimento Mangue also disassociates 
artistic quality from financial hardship with his statement: “It doesn't matter if we are 
a long way from the great developed centres and with no money in our pockets. There 
is nothing in the world that can stop this sound”.^  ^In other words, what Chico means 
is that the financial hardship they are going through has no power to prevent them 
from making good music, or from making their good music successful. Similarly,
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Mestre Salustiano, after pointing out to the journalist the financial hardship 
maracatus-rurais were facing and complaining that people in Recife do not value 
maracatus, cried out: “we won’t lower our heads. Whoever thinks that maracatu is a 
poor display, without value, is mistaken”.^ ® Implicit in Salustiano’s statement is the 
message: ‘Do not presume that the artistic quality of what we do is poor (i.e. inferior 
or bad), simply because we are poor people (dispossessed, lacking wealth)’.
I have also witnessed Mestre Nascimento do Passo referring countless times to fi-evo 
dancing as a ‘gold powder’ [ouro em po], or a ‘treasure trove’, which unfortunately 
Pemambucan society has not yet discovered nor realised as being the source of 
immense cultural wealth. In fact, it is only by valuing what they do that 
Pemambucans can persuade others to value it as well -  if one does not believe in 
oneself, who else will? It seems that this irrefutable common sense belief has now 
been adopted by countless Pemambucan artists.
2.3.1, The case of frevo dancing
When contrasted with their waning status and importance in the 1970s and 1980s, the 
growth in popularity and artistic importance of frevo music and dance in Pernambuco 
towards the end of the 1990s has become a phenomenon of historical significance.
hr this respect, it should be noted that in the second edition of his Frevo, Capoeira e 
Passo, Valdemar de Oliveira (1985) added a special chapter, entitled “O decUnio do 
frevo [The decline of frevo], to discuss the waning importance of frevo in Recife. 
The author approaches the decrease in the popularity of frevo as “an incontestable
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fact”, and points out the gradual reduction in the number of pedestrian ffevo-clubs in 
Recife carnivals — from nine in 1966 to six in 1968 and four in 1970 (p.l35). Oliveira 
not only accuses government agencies of being indifferent or even hostile to the most 
authentic values of the Pernambuco carnival (p. 144), but also suggests some plausible 
solutions to the problem, such as; the promotion of frevo dance courses (free of 
charge), passo and frevo song competitions. Having said that, Oliveira advances his 
apocalyptic prophecy: “if we do not protect frevo and passo, we may have to watch 
their death throes earlier than we think. Their agony may come about slowly but will 
be fatal”. If things continued to be the way they were, Oliveira predicted that passo 
would disappear before frevo. That is, frevo music would remain beyond the authentic 
passo, but it would be at the service of what the author calls ‘false’ ballroom passo 
steps, performed at in-door carnivals; or it might also be danced by an occasional 
street foliao following the more and more inexpressive troças and ffevo-clubs at 
carnival time (p 139).
The report entitled “For Francisco passo lingers on” by an anonymous journalist,
published in the Diario de Pernambuco, 29 January 1973, is another significant
illustration of the reigning apocalyptic view of frevo and passo’s inevitable extinction
in the early 1970s. Two days before the opening of the Escola Recreativa Nascimento
do the journalist interpreted Nascimento’s initiative of founding the first frevo
dance school in Recife as “an isolated protest against the extinction of frevo and
passo”, regarding Nascimento as “the last classic passista of Pernambuco” -  ^
displayed in the passage below:
“Whoever wants to see Francisco do Nascimento Filho turn yellow with 
anger should tell him that frevo and passo are dying. This is a truth that 
hurts deeply in his heart. He is the last classic passista from Recife. Other
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than Nascimento, people have only heard about Egldio Bezerra, who 
ended his glorious career in the dark cell of the Casa da Detençâo [prison 
house], enjoying himself with his bright memories of carnival parades. 
One, actively alive and still agile at the tesouras [a passo step]; the other 
retired. Both, however, are almost dead because frevo and passo are 
coming to an end. And who would feel pleasure in life when the ideal 
dies?
It is said that frevo and passo are dying prematurely. Valdemar de 
Oliveira, who researched the origins of frevo and passo, states that the 
music started to become popular towards the end of the nineteenth century 
and the beginning of this century. (...) Suddenly, frevo had taken Recife 
by storm and as if by magic, without a precise measure of time, frevo and 
passo are going to die out.
Nascimento, a native passista, a modest public employee and father of 
many sons and daughters, tries to row against the overwhelming tide 
which is sweeping our best carnival traditions into the dustbin of oblivion. 
He does not accept that frevo and passo will disappear without a reason, 
without protest, even if it is isolated. Nascimento wants to be this protest”.
By way of contrast, the manner in which the journalist Cnstiane Galdino app
the phenomena of frevo, with great enthusiasm and optimism, m her short film
entitled Frevo, produced in 1995, is diametrically opposed to these pessumstic vie
quoted above. Possibly with the intention of stressing that fi-evo is still very
alive in local society, Galdino gave frevo not only a voice, but also flesh and
The storyteller of ffevo’s life stories is frevo ‘himself -  as if firevo were a livmg
creature. Frevo introduces ‘himself to the audience as follows.
“Ladies, Gentlemen and children! I am in people’s mouths, because I was 
bom firom the people. I am fi:om the square and the crowd, an ' 
within this ebullience that I was baptised. The accelerated confusion o
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melodies made the people fetyer [boil], and in the pun I made everybody 
freyer, so I came to be called frevo. As soon as I arrived, I painted the 
town houses with happiness and they remain to tell my story. The streets 
of Recife and Olinda asked for colours to celebrate the twentieth century 
and I brought much more”. .
Following a similar trend to Galdino’s, Reinaldo de Oliveira gave an amusing and
original talk, at the Academia Pernambucana de Letras on 12 February 1996, in
which he not only lectured on frevo and passo but actually sang both the lyrics and the
tunes of many ffevo-orchestra instruments. Reinaldo also introduced Frevo to the
audience as if it were a “living character” from our history. Or, in other words, as if
frevo metaphorically represented the communal embodiment of the people’s vital
essence, ever vibrant and ever changing - as can be seen in the quotation below:
“Many characters of our history, of our lives, were brought to lectures and 
conferences: some, in detail, without artifices and without distortions, 
others altered, full of ‘frills’ -  leaving the spectator with a false idea of 
their personalities. I will not take that risk, as the character which I will 
be introducing to you will be here with us, not allowing me to distort his 
figure. So he leaves me at ease to illustrate his persona, by the simple fact 
that he is not just alive, but very alive.”^^
By the middle/end of the 1990s, we could without doubt state that all the apocalyptic 
prophecies of the 1970s and 1980s had been wrong, as the presence of frevo and 
passo in local society remained even stronger than before. Not only did the popularity 
of frevo and passo increase, but also the multiplication of the number of qualified 
passistas in Recife and the proliferation of frevo dance courses of short and long 
duration have become clearly visible, not only during carnival time but also 
throughout the whole year.
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In 1998, Nascimento commented happily that he “feels honoured” when he sees 
passistas dancing in places such as: frevo-clubs, trios elétricos, social clubs, semi­
permanent stages set up during carnival seasons, theatres and so forth. Moreover, 
Nascimento also points out that the popularity of frevo dance has increased so much 
that it can be performed at all types of celebration, including weddings, baptisms and 
birthday parties:
“This year, just to give you an idea, I was invited to the birthday party of 
the priest of the parish of Sao Sebastiao do Santo Amaro. We had just 
done a presentation at a school and then we went there. Then, as soon as 
we arrived, the party was changed completely, because they decided to 
move away all the tables to make space for us to dance frevo, and the 
priest danced with us! This was in a building that is beside the church.
When our presentation was over, they arranged the tables and the lunch 
was served. So, we are now even dancing in church. Even in church! Can 
you see how this [frevo] is catching on?”^^
Moreover, in the same interview, Nascimento added that “the notion that one has to 
learn how to practise frevo’s physical exercises, in order to strengthen the body to be 
able to dance, has already become widespread”.
During the carnival season it is easy to see the growing number of Pemambucans, 
from distinct social origins, interested in learning frevo dance to get fit and enjoy 
themselves better during carnival time. As the carnival season is in the summertime 
3ud during the school holidays in Brazil, this is a period in which a much greater 
number of Brazilian tourists and foreigners visit Pernambuco, in comparison with 
other periods of the year. In this situation, the visible proliferation of short courses in 
ovo and other folk-popular dances in Recife and Olinda meets the growing demand
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from visitors, as well as encouraging the local folioes who already are, or might 
become, interested in practising frevo dance to prepare themselves better to enjoy 
carnival.
In the 1996 pre-carnival season, Jornal do Commércio published the addresses of 
eight different venues where frevo dancing was being taught in Recife by different 
teachers: Gafieira Etc & Tal, Balé Popular do Recife, Patio de Sao Pedro (Valdir 
Nunes), Academia Askaji (Mestre Nascimento do Passo), Cia Trapia de Dança, and 
Biodança with frevo (Fatima Simoes). According to the same report, these courses 
“had never been so sought after.” "^^ However, these eight courses advertised certainly 
did not account for all the frevo dance classes available in Recife/Olinda at that time. 
In early 1996 there were at least three other courses in frevo and folk-popular dances 
being led by highly qualified professional dancers in Recife, which should be 
mentioned: 1) the intensive course on folk-popular dances taught by Mestre Meia- 
Noite, held at the dance academy Cais do Corpo; 2) the frevo dance course taught by 
Jaflis do Passo, at the social club Circulo Militar do Recife, and 3) the six month frevo 
course entitled Jovens Solistas, taught by Angelo Madureira and held at the Centro de 
Convençôes de Pernambuco
The increased number of people attending frevo dance classes in Pernambuco might 
explain, in part, one of the most remarkable novelties of street-camivals at the 
middle/end of the 1990s: the significant number of passistas-folioes going out on the 
streets to brincar carnaval holding their frevo umbrellas.
)
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Moreover, to learn frevo dancing has also become an important skill to be acquired by 
those candidates competing for the post of Carnival Queen and King, whose elections 
traditionally take place during the irreverent Baile dos Artistas [Artists’ Ball], held 
yearly at the Santa Cruz football club. As the event is normally broadcast live by the 
TV Jornal do Commércio in Recife, in 1996 I watched the 18^ Artists’ Ball from 
home.
What struck me was the fact that the Carnival Queen candidates were not only 
expected to walk elegantly along the catwalk and display their shapely bodies and 
pretty smiling faces. They were also supposed to show frevo no pé [frevo in the feet] 
as well. During the first part of their presentation, the candidates (whose ages range 
from 15 to 25) paraded individually in bathing suits and soft ballet shoes. The ideal 
candidate for the post of Carnival Queen must be physically beautiful, able to convey 
enthusiasm and joy to the public and above all prove they are authentic folias. For this 
reason, as the Carnival Queen candidates danced/paraded to the sound of the 
orchestrated frevos-de-rua along the narrow platform, they tried, as much as possible, 
to exhibit some of the most typical frevo steps. It was only after all the candidates had 
paraded individually that they returned wearing high-heeled sandals and, in a queue, 
walked along the catwalk in a more formal style normally adopted by models in 
general.
Regarding the King Momo contest, also called the heavyweight parade, the candidates 
slso danced/paraded along the catwalk to the sound of frevos-de-rua, but differently 
from the female candidates in that they were all holding a frevo umbrella in one hand. 
The comment made by one of the TV Jornal do Commércio reporters, present at the
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18* Artists’ Ball, is highly revealing of the importance of the male candidates’ ability 
to dance frevo. The commentator said:
“The candidate André Luis has already been King Momo for 4 
consecutive years. I believe that this year he will have his most difficult 
contest because some candidates, who have competed with him in 
previous years, have come back better prepared. I have already noticed 
that they are fazendo o passo [doing the step -  i.e. dancing frevo] -  better; 
and this is very important, because it thrills the audience: to see those 140,
150, 160 kilo men fazendo o passo, and wearing fine clothes. I think 
André Luiz will have his most difficult re-election this year if  he is chosen 
to be King Momo.”
Outside the carnival season, the increased popularity and social importance of frevo 
dance -  which goes hand-in-hand with the rise in popularity and social importance of 
folk-popular dances in general -  can be measured by taking into account two major 
factors. Firstly, the increased number of short and long-duration courses on frevo 
dance in particular and folk-popular dance in general, which have become available 
throughout the entire year at a number of venues in Recife/Olinda. Secondly, the 
significant quantity of frevo dance performances realised by specialised frevo dance 
school groups and professional folk-popular dance groups -  which invariably include 
one or more frevo dance numbers in their shows.
The artistic and pedagogical work carried out by the Balé Popular do Recife [BPR] 
for two decades in Recife is one of the most powerful and stable driving forces behind 
the enhancement of artistic quality and the increase in the popularity and social value 
of the Northeast Brazilian folk-popular dances. The BPR, which in March 2001 
celebrated its 24 birthday, is an independent professional group^^ which has struggled 
and survived basically through its own means, principally by teaching and performing
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Northeast Brazilian folk-popular dances throughout the year, not only in Recife but 
also in other Brazilian cities and abroad.
The BPR has its own space: the Nuclearte^'' where they regularly teach a number of 
Northeast Brazilian folk-popular dances to the general public. Their dance courses 
have been organised in four cycles, or modules: the carnavalesco, Junino, afro and 
natalino -  which correspond to the series of festive events which happen on a cyclical 
yearly basis in Brazil, particularly in Pernambuco -  as already mentioned (page 8). 
Angela Fisher, who has been a member of the BPR since its foundation, believes that 
this course format has facilitated and increased people’s interest in learning 
Northeastern dances, as they can see now more options made available for them to 
learn.
Angela recalls that in the beginning most people who went to Nuclearte looking for 
dance classes were adults and interested almost exclusively in frevo. However, with 
the passage of time, and due to the group’s publicity, there has been a considerable 
increase in the number of children who are interested in learning not only frevo but 
also other Northeast Brazilian folk-popular dances. Angela used to teach adults, but 
after a time she discovered that her identification with children was much greater and 
for this reason she became a specialist children’s dance teacher, who also trains 
teachers to teach children. According to information provided by Angela, the number 
of children attending classes at the Nuclearte increased from 15 (fifteen) to around 
150 (one hundred and fifty) in 1996.^  ^Besides working as a dancer and dance teacher 
for the BPR school groups, Angela also used to teach in a number of private primary 
^ d  secondary schools throughout Recife. In 1996, she had already stopped teaching.
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and had become a dance teaching coordinator of eight private primary and secondary
schools. However she forecasts that this number was going to increase soon, as she
was about to sign a contract with two or three other schools. She explains how the
idea of teaching folk-popular dances in primary and secondary schools developed:
“To begin with, there was already some interest -  but not much [on the 
part of the school directors]. Because, for example, when we were invited 
to perform frevo at the school folkloric parties, the school directors used 
to say: ‘wouldn’t it be good if we had someone here to teach the kids?’
We were going there just to perform, we didn't have the idea of really 
teaching [folk-popular] dance classes in schools. But a number of 
directors used to say that [to us]: wouldn’t it be good... Then, my brother- 
in-law, Fabiano, presented a project to the schools, explaining how the 
courses would be organised in four modules, and they [the directors] 
thought it was great. We began with two schools: Apoio, and Solar da 
Criangaf'
Angela recalled that, before this project of teaching in primary and secondary schools, 
Ana Madureira and herself had already taught brief [folk-popular] dance courses in 
schools and other venues, such as one they ran for two months at the Museu do 
Homem do Nordeste [Museum of Mankind of the Northeast]. So, when Fabiano 
actually presented their project to the schools, many people were already somewhat 
familiar with and interested in their work. She also pointed out, appropriately, that the 
artistic work of the Balé Popular do Recife had already been spreading Northeast 
Brazilian folklore for more than a decade and really awakening people's interest in 
learning and valuing our traditional dances -  including frevo.
With the opening of the Escola Municipal de Frevo in Recife, in March \ 9 9 6 ,fiee 
frevo-dancing lessons became available to the general public throughout the year-
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Thereafter, anyone from five years of age upwards could enrol on a fi-evo course at 
this school without having to pay any registration or monthly fees. It was enough to 
bring a copy of their birth certificate and a photograph. The Escola Municipal de 
Frevo offers six frevo dance classes per day, Mondays to Fridays, from 8:00 a.m. until 
10:00 p.m. -  with two classes being held in the mornings, two in the afternoons and 
two in the evenings. On Saturday afternoons, the school functions exclusively as a 
rehearsal space for the so-called Grupo Especlfico [specific group] of the School, 
which is made up of more qualified students selected by their teachers to participate in 
the school performances. All year round, the Education and Culture Secretary of the 
Municipality sends the Escola Municipal de Frevo formal requests, which must be 
met, for frevo dance performances at a number of distinct cultural events and venues.
Throughout 1997, the Grupo Especlfico of the Escola Municipal de Frevo danced not 
only in Greater Recife, but also in several other towns in Pernambuco. They 
performed in the famous Festival de Inverno de Garanhuns [Garanhuns Winter 
Festival], at the Universidade Federal de Pernambuco [Federal University of 
Pernambuco] several times, at a number of Municipal Schools in Recife, at the 
Faculdade de Filosofia [Philosophy Faculty], Assembléia Legislativa [Legislative 
Assembly], Museu do Homem do Nordeste [Museum of Mankind of the Northeast], 
Eegiao da Boa Vontade [Legion of Good Will], at many creches, and so forth. 
According to information provided by Zenaide, the School Director at that time, the 
number of presentations totalled 82 (eighty two), “just during the second semester of
1997 »8o
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“We even went to Lagoa dos Gatos'' -  Zenaide recalls, “which was a five-hour trip 
just to get there and another five hours to retum”.(...) “when I arrived back home, it 
was 4 o’clock in the morning of the next day, and my husband said jokingly to me: 
why don’t you take your bed and go to live at the frevo school, once and for all? -  that 
might be easier, [laughter]”
Moreover, the passistas of the Grupo Espedfico of the Escola Municipal de Frevo 
who are also members of the Escola Recreativa Nascimento do Passo, perform at 
countless venues for the latter throughout the year as well. Nobody from the group, 
including Nascimento himself, could say how many performances they normally 
carried out in the period of one year. However, by the end of 1999 and beginning of 
2000,1 know that the group performed every Sunday at Domingo na Rua -  an event 
which brings-together a craft fair and musical and dance shows at Rua do Bom Jesus, 
Old Recife. Besides these routine presentations, I also had the opportunity to attend a 
number of performances by the group: one at Recife docks, another at a hotel in 
Igarassu; and during carnival time, I actually danced with them following the Bloco 
Pancada do Ganza, along Boa Viagem Avenue in Recife, and the Império Serrano 
samba school, at Marqués de Sapucai, in Rio de Janeiro during the carnival of 2000.
It can be said, in conclusion, that this research was carried out in a very promising 
historical conjuncture for folk-popular arts and festivals in general, and for frevo 
dancing in particular. As the data presented in this chapter has shown, there was a 
growth in size, social and economical importance of street-camivals in Pernambuco. 
Moreover, I was also able to witness the positive results of Nascimento’s passionate 
and persuasive struggle in convincing Mayor Jarbas to use public money on behalf of
A C T II - Setting the stage i
frevo dancing. Since March 1996, Recife has seen a free public space available for 
amateur and professional passistas of any social origin and skin colour to practise 
frevo dance regularly all year round. Due to the financial support given by the City 
Hall, there are three qualified passo teachers working on a regular basis throughout 
the year at the Escola Municipal de Frevo. Owing to the existence of this specialised 
frevo dance school, there was an increase in the number of frevo dance performances 
throughout the year, the dance technique of the passistas has improved considerably, 
as well as the standard of their dance performances as a whole. Although the input of 
public money surely has its ‘side-effects’ (as the reader shall see in the next Act), the 
foundation of the Escola Municipal de Frevo can be regarded as one of the most 
substantial initiatives through which the cultural importance of frevo dancing has 
been acknowledged and its artistic beauty deliberately promoted in local society -  
even though this promotion and valuing could still, of course, be much greater and of 
better quality.
ACT III  -  Introducing the main character
3.1. Nascimento childhood: an underprivileged start in life
By a curious irony, the man regarded as one of the most authentic-native
Pemambucan passistas was not bom in Pemambuco. Nascimento was bom on 28*
December 1936  ^ in the city of Benjamin Constant, Amazonas. At the age of two, he
moved to Manaus with his mother^ and sisters and from the age of seven he already
had to start working in order to contribute to the family income. Nascimento recalls
that one of the many jobs he used to do when he was a child was to produce paper
bags for people to put fish in, and sell them in the market;
“I used to go to the market to load and unload lorries. I used to go to 
building sites to get empty cement bags from which I made smaller bags 
to sell. I spent the night making these small bags and in the moming I 
went to sell them all.”
During his childhood in Manaus, Nascimento experienced intensely the many cultural
manifestations of the region. In the evenings, his favourite pastime was to play barra-
bandeira in the field with other boys; and when the Sao Joao period came, the bumba-
meu-boi was the entertainment he most enjoyed. Nascimento recalls his yearly
experiences at the bumba-meu-boi gatherings:
“This is a school. The other boys of the street and I could see everything, 
so we created the Boi-Malhado. There was the Boi Corre-Campo which 
was the Boi [Ox] for adults, and we created the Boi-Malhado for the kids.
(...) A large condensed-milk box was the trunk, the tail was made from a 
plait of garlic, two little sticks represented the horns of the ammal, and a 
large stuffed sock was the snout. And that was it! (...) That was how we 
created the Boi-Malhado and had great fun.„3
A CT III -  Introducing the main character ^
Despite the fact that no one from his family was actually involved with folk-popular 
arts, while living in Manaus, they always lived in close proximity to established 
places where folk-popular performances and rehearsals used to take place throughout 
the year -  such as Gafieira Jardineira, Tribo Indigena Manoaras, Boi-Caprichoso, 
Boi-Corre-Campo, Cordoes carnavalescos, rodas-de-coco and the cacetinho dance. 
When I asked him how he learned to dance, Nascimento answered that the ability and 
desire to dance has dominated his body since he was a small boy, and also that it was 
by observing, playing, and experiencing these folk-popular manifestations in loco that 
he learned how to perform them.
3.2, Moving to Recife: the adventure of a life-time
Before moving to Recife in 1949, Nascimento had never heard of frevo or passo. He 
was just 13 years old when he migrated to Recife on his own, travelling secretly in a 
ship named Almirante de Alexandrino. Nascimento decided to leave Manaus on a 
risky journey because he felt mistreated by his mother and neighbours. He explained 
that as a boy in Manaus he often visited upper class homes. In those homes he was 
regarded as a pretty, helpful black boy, who was well-behaved and popular. However, 
at home and on the streets where he lived, he was regarded as the ill-behaved black 
sheep:
“When I was 13 years old, I suddenly started to feel the weight of the 
naughty street boy that I was... When I was a kid, I lived in the follovring 
manner: at home and on the street where I lived, I was naughty; but 
beyond my neighbourhood I was another person. On my own street I 
actually had to be violent because either I hit someone or someone would 
hit me -  this is how things work in a poor neighbourhood. So, I had to be 
vicious, but this violence started to become a problem. Because... I
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remember once my mother had beaten me, and had had me sit still as a 
punishment. Ten minutes later, a lady came [to our house] complaining 
that I had broken her window. And my mother replied: but how can he 
possibly have done that, if he is sitting still at home? See, I was at home 
[laughter], but everything that went wrong people used to blame me for. I 
was the black [boy] of the street. Because of this, sometimes my mother 
believed in what other people said to her, lost her temper and mistreated 
me.
[For this reason], one day, I told my oldest brother that I was going to 
leave Manaus by ship. I had seen the ship Alexandrino in the harbour, I 
thought it was beautiful, and I decided to leave Manaus in that ship. I 
knew a lady called Lindalva de Souza Paula, a well-placed person in life, 
who was going to Recife. She did not know about my plans, but I 
assumed that she would give me some support, in the event that anything 
happened to me during that trip. So, I squeezed myself into one of the 
ship’s lifeboats.
I did not choose to come to Recife. I was heading for Rio de Janeiro. At 
that time, everybody from the north had the intention of going to Rio or 
Sao Paulo. There were no attractions in Recife, so in Manaus nobody 
talked about Recife. For this reason I had the intention of going to Rio, 
when I hid myself inside the Lloyds lifeboat, and I thought that if 
someone caught me, Lindalva would protect me.
Well, when they discovered me, we were in Fortaleza already. Then, I was 
arrested. They wanted to take me to the Brazilian Lloyds in Rio, from 
where I would be sent back to Manaus. They told me to cook and peel 
potatoes to pay for my food on the way from Fortaleza to Recife, which 
was roughly a three to four day trip. This was enough time for me to make 
friends and win people’s trust, and so on. So, when the ship stopped in 
Recife harbour, during the visiting time, I escaped and decided to stay 
here, in Recife, alone, without a father, a mother, or anyone.”"^
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3,3. Discovering frevo and passa,
Nascimento summed up the first two years of his new life in Recife as “total 
suffering.” During that period, he managed to make some money to survive by 
loading and unloading lorries, polishing shoes and selling newspapers during the day, 
but when the night fell, he had to sleep on park benches. One day, when Nascimento 
was polishing the shoes of a German man in Guararapes Avenue, his client asked 
him: do you know of any gardeners in Recife? and Nascimento promptly replied: I do 
not know anyone. Sir, but I  know how to work in a garden. His readiness in 
answering that question positively was enough to improve his whole life, as he started 
to work for this German and his wife and to receive a minimum salary. With that 
reasonably stable paid job Nascimento could rent a room to live in and a new phase in 
his life began. ^
Once again, destiny pushed Nascimento closer to the world of the folk-popular arts -  
as he went to live in lodgings in Rua das Calçadas, right behind the headquarters of 
the traditional Vassourinhas ffevo-club. The owner of the pension had two daughters, 
who paraded in the Vassourinhas and invited Nascimento to the acertos de marcha of 
that agremiaçâo, during which the ffevo orchestra went out onto the streets of Sao 
José district with a crowd of people following behind -  including Nascimento, who 
had just encountered frevo for the first time. Later on, he moved to Coelhos and again 
lived very close to two other traditional carnival agremiaçôes: the Cachorro do 
Homem do Miudo, which was next door to Lenhadores, on Rua da Gloria where 
street rehearsals were held throughout the entire year — according to Nascimento s 
testimony.
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3,4, Solitary training with imaginary songs
MG: How did you actually learn how to dance frevo?
NP: Well, ... watching people dance, and imitating them. Because I already had a 
flexible body from the Boi, the Cacetinho dance, and from the Pastoril -  yes, I 
also played Pastoril in Manaus. Therefore, all these things were in my favour.
MG: Do you remember any passista who you admired and imitated?
NP: Yes. The native ones. The best passistas of that time were Doca, from Ilka do 
Leite, who went to Rio de Janeiro accompanying Vassourinhas; the Pinico, a guy 
from Afogados. He was extremely small, very short, but he danced like a wild 
man! There was a guy considered to be the king of passo, called Egidio Bezerra, 
but I had never seen him dancing frevo. There was one female passista, the 
queen of passo, called Eunize Brito, who I saw dancing several times.
MG: How did you actually train: alone or with someone?
NP: Alone in my mocambo [a dwelling in the poorest areas of the city]. I saw 
someone dancing a step, and then I went to my mocambo and I practised it 
fimously^ and got very close.
MG: Did you play the music?
NP: No. I did not have a tape recorder, nor a portable radio, nor anything.
MG: So you danced without music?
NP: I sang the frevo in my thoughts. Then, I started to make acquaintances and 
became known as a dancer.
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3,5, Passo competitions in the 1950s
According to Nascimento’s recollections, in the early/mid-1950s, the carnival 
movement in Recife started with great vitality from August/September onwards, with 
the so-called batalhas de confeti [confetti battles], which happened in a number of 
places all over Recife/ Therefore, as Nascimento emphasises, carnival songs were 
already being sung in August. The major radio stations in Pemanmbuco: Jornal do 
Commércio^ Radio Clube and Tamandaré, not only promoted these musical events, 
but also passo competitions. These frevo dance contests were held on semi-permanent 
stages [or palanques], which were set up at different points around the city for that 
purpose.* In the mid-1950s Nascimento was eagerly participating in these passo 
competitions, and was already immersed in the Tose-win-game’, as he puts it: “from 
1956-57, I Avas constantly bouncing back and forth between winning and losing. I 
won a competition and lost two. I won two and lost one.”^
Possibly because this was a means whereby Nascimento felt part of a group, together
with people with similar interests and objectives as his, what really mattered to him
was not to win or to lose a passo competition, but simply to participate in it. This is
evident when he regards the competing frevo dancers as members of one single
family, instead of rivals or opponents:
“We were the family of passistas, which existed at that time. We met and 
explored all the areas where the competitions took place. Everybody 
participated. It did not matter if you won or lost. The prizes were 
[normally] shoes, shirts, trousers, scarves, belts, etc.” ®^
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3.6, Artistic ^baptism *
From November 1957 to January 1958, the first official and the largest passo 
competition ever held in Recife took place at different venues and consisted of many 
heats. It was promoted by the Agência Pernambuco Turismo and the Emissoras 
Associadas, which enlisted the Radio Clube, the Radio Tamandaré, and the Diario de 
Pernambuco. In the first week, Nascimento danced on the programme of Fernando 
Castelao: “O Caixa PostaC broadcasted by Tamandaré radio station, accompanied by 
the orchestra conducted by the maestro Nelson Ferreira, and was classified. The final 
round took place at the Pracinha do Diario, with many celebrities from Râdio Clube 
and Râdio Tamandaré present. After all the candidates had performed and the ten 
judges^ * had selected the three winning passistas, César Brasil announced their names 
on the microphone. So, he said: “the champion is Francisco Nascimento... [made a 
brief pause and continued]... do Passo, Nascimento do Passo, folks, is the 
champion!I t  was in this event that Francisco do Nascimento Filho was baptised 
Nascimento do Passo, and thereafter became artistically well known as such.
The first place victory in that outstanding passo competition represented one of the 
greatest achievements in Nascimento’s life — in terms of financial compensation and 
social recogmtion — while he was still u young man in his early twenties. In this 
respect, Nascimento states:
Even though I had been taking part in passo competitions for some time 
^ d  I had won some already, at that time I did not really know what that 
meant. I was only a young man, without a great understanding of these
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things, and I still did not know what CR$ 15,000 (fifteen thousand 
cruzeiros) represented, at that time.
MG: Was it a lot of money?
NP: Oh, yes! I ftimished my whole mocambo. I bought a sewing machine for 
my girlfriend, a wardrobe, a bed. Up until then the mocambo had nothing 
in it. Nothing, except for a single bed. And, all of a sudden, I could afford 
to furnish it completely.
Moreover, becoming the champion ‘Nascimento do Passo’ also meant that he had 
become an artist, or a member of artistic social circles. Nascimento began to be 
invited to participate in plays, such as Buraco de OtUia, Mericano no Recife, Cha na 
Casa de Noca, among others, which were performed at the best local theatres in 
Recife, notably the Marrocos, Barreto Junior and Santa Isabel. During the weekends 
Nascimenta also started to perform frevo, samba, samba de gaflera in many cities in 
the interior of Pernambuco accompanied by a group of musicians: Martinho do 
Pandeiro (tambourine) and Martins da Sanfona (accordion), among others. Another 
alternative way in which Nascimento made some cash as a dancer was performing in 
night clubs. He was paid to initiate the dancing and liven up the dance-halls.
It should also be noted that in 1966, after winning the competition held by the 
Association of Carnival Cartoonists, held at the Libano Club in Pina, to choose the 
successor of Egidio Bezerra, who had died in 1964, Nascimento was elected the 
o f Frevo.
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If these victories in important passo competitions and the titles won represented a 
useful stepping stone in Nascimento’s frevo dance career, it did not mean, however, 
that frevo dance had become his sole or even his main occupation, because parallel to 
dance work, for many decades, he had to continue doing other jobs to make his living. 
Throughout his life, Nascimento worked on building sites as a bricklayer’s mate, in a 
number of factories, such as: Blitz do Brasil, Cinzano, Sacos Santo Amaro, as well as 
on garbage trucks, collecting rubbish door-to-door, and so forth.
5.7. Foundation o f the pioneering Escola Recreativa de Frevo Nascimento do Passo
In 1967, Nascimento set out on a trip to Manaus, with the main objective of seeing his 
relatives again. As he found the atmosphere in Manaus very good -  the zona franca 
[an area in which all goods are tax free] had just started, and for this reason the city 
had become livelier than ever before -  Nascimento ended up staying there for about 
two years. This was enough time for him to create what he calls a trupe artlstica 
[performance group] which gathered together dancers and musicians. Nascimento 
recollects that with his trupe (group) he took a boat and went up the Amazon river, 
stopping at a number of the riverside cities, such as: Taquatiara, Quari, Santarém, 
Alvarengue, Arinim, among others, until they reached Benjamin Constant, the town 
where he was bom. Each time the boat stopped at a city, the trupe performed whilst 
Waiting for the next embarkation. “I involved everybody in this venture. I made them 
understand that we were artists and that wherever we arrived we could make some 
cash, and we would share the money, right?”
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Back in Recife around November 1969, Nascimento noticed what for him was a
significant and undesirable change that had happened: Amaldo Francisco das Neves,
also known as Conga, with whom Nascimento did not get on very well, besides being
regarded as a good firevo dancer, had also become a firevo promoter. This meant that
Conga not only participated in the fi*evo performances, but also contracted the artists
(including the passistas). So, Nascimento would now have to speak to Conga if he
wanted to participate in ffevo performances, which for him felt like humiliation -  as 1
interpret the situation. Nascimento remembers that Conga and himself had been part
of the same dance group. Conga danced and taught xaxado, while he danced and
taught frevo. After having emphasised that Conga was not a fi*evo dancer, but an
official tambourine player in one of the Radio Jornal do Commércio^s orchestras,
Nascimento explained:
“At this point, I was trying to think of what to do in order to overcome 
this situation. It was impossible for me to go on being a passista. There 
was a hole in the boat, and I had to do something if I wanted to go on 
being the Nascimento do Passo that I was, and to take up my place as the 
King of Passo. I had to show everybody that Conga wasn’t king of 
anything, that he wasn’t even a passista. It was the journalists and his 
fiiends who had put him in that position.”
On saying this^ Nascimento added: “there is the passista who is made up by the
columnist, the journalist, people from the department of culture [and so forth], and
there is the unknown barefoot passista, from the dust of the clubs; and it was from this
latter circle that I emerged, so I could not stop.” In short, it was from these
circumstances that the idea of founding the Escola Recreativa Nascimento do Posso
sprang up in his mind:
“I thought for nights and nights until I finally came up with the idea of 
opening a school and creating a teaching method, in order to recover my
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position; and I really did bounce back. Because when I ‘cried out’, all the 
reporters turned to me to find out what I was talking about. Not only the 
journalists but also society at large: teachers, the Education Secretariat [of 
the city], everybody wanted to know the story behind the idea of teaching 
passo, understand?^^! caught the shuttlecock.
... I thought that by setting up the school I would prove that I was still the 
Nascimento do Passo who actually danced the authentic passo from 
Pernambuco. Because I had absolutely no doubt that I really knew how to 
do it, after having won so many passo competitions. It was for this reason 
that I opened the [ffevo] school and developed a [frevo teaching] 
method.”^^
The Escola Recreativa de Frevo Nascimento do Passo, founded on 31 January 1973 
and recognised by Municipal Law No. 12.822, was indeed the first school of frevo 
dancing in Recife open to the general public — if there was a frevo school prior to this 
date, it was limited to a family circle.^* The school is a non-profitmaking institution, it 
was opened with the main aim of teaching and publicising frevo and passo in 
Pernambuco, in Brazil and in the world.
So Nascimento began to teach frevo dance classes in his home, at Rua Capitao Luis 
Domelas, 1412, URl, Ibura. He recollects that people thought he was mad, because 
he knocked down the walls of his house to create enough space to dance and started to 
work there. He also remembered that in the early days he used to play the sounds 
which were in vogue at that time, such as: iê-iê-iê, rali-gali, bossa-nova to get people 
moving. It was only after a while, when everybody was already dancing, that he 
introduced the frevo songs and invited everybody to do the actual passo steps. When I
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asked him if he received any payment from his students for his classes, Nascimento 
replied:
“No, no, no. I never had that intention. I never taught dance to that end. I 
used to sell salad, refreshments, I received some small change from that, 
but the thing wasn’t tied in with that. My intention was to create a group 
to perform shows in Recife. That was my intention.”^^
It is noteworthy that, in the early days of his school, when he still lived in Ibura, 
Nascimento’s work raised suspicion from a neighbour, who deliberately tried to 
obstruct him.^ ® Nonetheless, for more than two decades, he continued teaching frevo 
dance to the children of the various suburbs where he lived; and this is the work he 
has always done, mainly out of love and idealism for the art of frevo.
In Februaay 1996, the month before the Escola Municipal de Frevo was founded, 
Nascimento told me that, up to that date, neither the municipal nor state government, 
nor UNICEF, Fundaçâo Airton Senna nor any other institution had given him any 
[substantial] funds to develop his frevo educational work. But he also mentioned that 
he had had a feeling that this help might come at any moment, because he had always 
done his work looking at both sides: “if there is money I’ll do it, if there isn’t I’ll do it 
anyway.” His main motivation in teaching frevo dancing, for free, to the kids and 
teenagers of the suburbs where he lives, is to show society the beneficial effects that 
frevo dance has on the bodies, minds and behaviour of its practitioners.
Nascimento is totally convinced that frevo dance classes have freed many boys and 
girls from several kinds of drug addiction: glue-sniffing^ cocaine, marijuana, and so 
forth; as well as from prostitution. He also relates a number of, what he calls,
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“impressive stories”. These include the case of a girl who suffered from heart
problems and had an operation already scheduled, but ended up not needing it because
she was healed by dancing frevo; some boys used to wet their beds, but after
practising frevo stopped doing this; other children, who did not like to study and had
three ‘reds’ [low marks] in their reports, improved their grades and no longer had low
marks. For these reasons, he believes that his work is
“taking on an extraordinary dimension, so that the parents, the mothers 
and the people of the neighbourhood have begun to see that frevo is not 
that thing that people say it is: carnival. Frevo is physical exercise, beauty 
and even therapy. The children change their minds really.”
Nascimento went on to state that, if one arrived at his house on Rua Corrego José 
Grande, where he used to live during the early/mid 1990s, at any time in the evening, 
one would see around ten, fifteen or twenty children talking to each other. “When I 
am not in the mood for children — Nascimento explained — I sometimes close the door 
to have a rest. Like for instance, now after carnival, I got tired of hearing people’s 
voices, so I sent them back home.” Most of the time, however, Nascimento explained 
that when he saw the children in front of his house having a chat, he switched the 
radio on and enjoyed their company until late in the evening. In Nascimento s 
opinion, the main reason why his students were gathering daily in front of his home 
was because they had already fallen in love with frevo dance, that “they no longer 
know how to do graffiti on walls, how to sniff glue, or laid. They no longer know how 
to be a member of the gang they were part of. More evidence Nascimento gave to 
show how passionately involved with frevo dancing his students were at that time was 
Ibat every day four to six of them were going with him to a number of frevo classes he 
Was teaching in different state schools. In particular, students who, because of their
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age, did not have to pay the bus fare were chosen by Nascimento to participate and
help him in his frevo dance classes 23
Another reason why Nascimento enjoyed working with the children of his
neighbourhood is because, as he explained, “in the poor communities, we discover
fantastic elements”. By fantastic elements, he meant “boys and girls who devote
themselves [to frevo]; who are acrobatic and soon learn the magic of dancing frevo
well.” Conversely, in all the other schools, including state schools, and dance
academies, where, by 1998, he had been teaching for more than ten years:
“[It] is difficult, because the child goes to that school to study [other 
subjects]. But then, in the middle of the break, there is the folk dance 
activity in which s/he participates, but does not really integrate. S/he 
learns, but doesn’t get [deeply] involved. We cannot count on that boy [or 
girl]!for a presentation; it is difficult. Over the whole period in which I’ve 
been teaching frevo dance in the [state] schools, I haven’t managed to 
form a single specific group for [frevo dance] presentations.” "^^
3,7. The foundation of the Escola Municipal de Frevo
Ever since its early days, the Escola Recreativa Nascimento do Passo has never had 
proper premises for the practice of frevo dancing; it can therefore be said that it has 
been basically a ‘walk-in’ open-air school. First located in Ibura, the suburb where its 
founder used to live, the school’s address has changed as many times as Nascimento 
has moved house. In fact, it might be more appropriate to consider Nascimento s 
school as a synonym for his teaching method, which he has put into practice in a 
variety of places, including on paved streets, squares, football pitches, social clubs, 
state and mumcipal schools and so forth. In the absence of a more suitable space, his
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frevo dance classes were quite often held in the middle of the street in front of his
house/^ Nascimento explains his work -  prior to the appearance of Escola Municipal
de Frevo, as follows:
“The work that I used to do was a trabalho mambembe [itinerant work].
What was it like? Wherever I lived, there, in the streets, in the squares, I 
picked up those unoccupied boys of the neighbourhood who were not 
studying, who were playing truant and others who no longer \vanted to 
study and, all of a sudden, I transformed them into people dedicated to an 
activity, bound to the physical exercise of frevo dance. As I always did 
presentations at several Congresses, hotels and so forth, they [the 
students] also enjoyed these outings.
In this way, the Escola Recreativa Nascimento do Passo ran up to the day 
in which the Escola Municipal de Frevo appeared. It does not mean that 
the Escola Recreativa Nascimento do Passo has stopped running. It has 
not stopped. I simply moved from the last neighbourhood in which I was 
living, which was in Corrego José Grande, Rodinha, Bomba do 
Hemetério. I am now living in José Marinho dos Reis and here I am 
getting ready to begin this type of activity that I like doing a lot”.^ ^
In 1991, almost two decades after his recreational frevo school had been founded, 
Nascimento began what he calls ‘the battle’ to persuade Mayor Jarbas to build a frevo 
school -  or a physical space in which he could carry out his educational/dance work 
properly. So, whenever he met Mayor Jarbas, particularly at those Congresses in 
hotels where his frevo dance group was performing, Nascimento took the opportunity 
lo ask him: “Mayor, let’s build a frevo school? This school will certainly be a very 
strong point for you. Mayor. You, sir, will never be forgotten by the Pernambucanos 
you build them a frevo school”. After listening to Nascimento’s requests on 
ountless occasions, Jarbas Vasconcelos once replied: “Ok, I will build the school”.
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To Nascimento’s disappointment, however, Jarbas left his post without doing what he
had promised. So, in his following mandate, Nascimento went on “chasing” Jarbas
Vasconcelos until he became sympathetic to the idea, took it on board and finally
opened the Escola Municipal de Frevo in March 1996.^  ^ Nascimento is extremely
grateful to Jarbas for answering his insistent requests and providing him with a place
where he could finally apply his ffevo dancing teaching method on a regular basis and
see its results. For this reason, Nascimento states that:
“Of all the politicians from Pernambuco, Jarbas is the only one I cannot 
have any resentment or anger towards, because I chased and chased him, 
and he ordered the school to be built. And at its opening ceremony he did 
say that he was very pleased about it because the school was an important 
thing to be done, but he had also done it to get rid of me. Yes, he said that 
on the opening day of the frevo school” [Nascimento bursts out 
laughing].^*
When, in January 1998, I asked Nascimento if he was satisfied with the Escola 
Municipal de Frevo, he replied: “I am so h a p p y N a sc im e n to  explained that before 
the municipal frevo school had been founded, it was extremely difficult for him to get 
enough money to buy the shoes, the frevo-umbrellas, the fabrics for costumes, and so 
forth, needed for frevo dance performances. To buy these materials, he had had to use 
the small amount of money earned from the group’s presentations. There were 
occasions on which the costumes and garments of the passistas of the Escola 
Recreativa de Frevo Nascimento do Passo were in such a bad condition that they may 
have had to refuse some requests for frevo presentations. This problem has lessened 
considerably because, since the Escola Municipal de Frevo is maintained by th® 
Recife City Education Secretariat, the ‘specific group’ of that school is now entitled to 
receive shoes, fabric for costumes, frevo-umbrellas and so forth, on request-
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Nascimento considers that the foundation of the Escola Municipal de Frevo was the 
most substantial support that has ever been given to the benefit of ffevo dancing/^ He 
also commented that: even though the funding received from the City Education 
Secretariat is still very weak, it “is already a good start” for ffevo dancing to flouris in 
Recife and elsewhere.
Even though the opening of the municipal frevo school has meant progress towards 
the achievement of his ideals, Nascimento has never stopped dreaming of the 
possibility of one day acquiring the physical space to build his own school premises, 
for a number of reasons.
Soon after he started to work at the Escola Municipal de Frevo — first as a frevo
teacher and about one year later as the vice-director, a post he held for more than
three consecutive years — Nascimento moved house to live nearer where he works.
This meant that he had to separate himself from the majority of the students with
whom he had previously been working at Rua Corrego José Grande in Rodinha,
where he used to lived. As the municipal frevo school is located in the district of
Encruzilhada, it is not easy for the children whose ages are around 5 to 12 years old,
well as for many adults, to get there to attend the frevo dance classes — either
because they cannot get there on their own, or because they cannot afford the
transport costs. In this respect, Nascimento says:
“The work at the Escola Municipal de Frevo is something different: the 
students have to come here to attend classes. But if they don't have a job 
or, if their parents are poor, they cannot afford to pay for the [bus] ticket 
to come here. Those 150 boys to whom I used to give classes at Corrego 
José Grande separated from me once I started teaching at the municipal 
frevo school. We had to cut the umbilical cord and separate.
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According to Gecelande Lopes, also known as Landinha, the Escola Municipal de 
Frevo was founded with the intention of providing a fixed place for Nascimento to 
teach ffevo dance, so that all other municipal or state schools interested in training 
passistas could take their students to attend frevo dance classes there. But 
unfortunately this has not happened, as most students enrolled at the municipal fi-evo 
school come fi*om the surrounding areas and are middle to upper-class people -  said 
Landinha, who also suggested buying a minibus to transport children from the 
suburbs to the school as a plausible and effective solution to the problem.^^
Two years after the school was opened, Nascimento was discontented with the lack of 
publicity announcing to the general public the existence of the Escola Municipal de 
Frevo -  saying that it offers frevo dance classes regularly and for free -  and also 
announcing the accomplishments of the frevo school team. “We aren’t getting the 
attention we should get” -  said Nascimento disappointedly.^^
When in January 1998, I visited the Escola Municipal de Frevo, Zenaide and 
Nascimento — the Director and Vice-Director respectively — were both very proud 
with what the school team had accomplished up to then and were also quite happy 
with the existence of the school. However, they were both very upset with the fact 
that the name of the school had not been included in the annual report published in the 
Diario Oficial [official bulletin], in which the main annual accomplishments of the 
City Council are listed. They could not figure out why the school’s name had not been 
included in the section entitled “Promotion of Cultural Activities”, in which the City 
Education Secretariat recorded the incentives given to dozens of musical groups '
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such as: Banda Municipal de Concertos de Tigipio, Vasco da Gama, Rodolfo 
Aureliano, Maria Sampaio de Lucena, Dom Bosco, and so forth -  and to the dance 
group Grupo de Danças Populares Arueira. Moreover, these groups had received 
prizes and recognition for their work, even though the number of shows performed by 
all the musical bands and dance groups together totalled one hundred and twenty 
presentations, whereas the Escola Municipal de Frevo alone had carried out eighty 
two presentations in just one semester. So they thought it unfair that not even a brief 
note acknowledging their existence had been published. According to Zenaide, the 
only recognition they had received for the school’s accomplishments was one day, 
when Nascimento was walking along a corridor of the City Hall and one of the 
directors of the department turned round and said to him: congratulations, 82 
presentations, that is good!^ "^
At the end of 1999, the name of the school was changed from Escola Municipal de 
Frew to Escola Maestro Fernando Borges. The idea behind this initiative was 
apparently to pay homage to the conductor who had recently died. However, since the 
school specialises in frevo dance — not frevo music; and the school group had never 
danced to music conducted by Maestro Fernando Borges, a number of students and 
teachers were upset with the change in the name of the school.^^ The removal of the 
Word frevo was the main reason why Nascimento disapproved of the new name given 
to the school. In his opinion, its name could have been changed to Escola Mumcipal 
de Frevo Maestro Fernando Borges.^^
These incidents mentioned above are just small examples that reveal the lumted 
power that Nascimento had, as a vice-director; to run the mumcipal frevo school
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according to his ideals and wishes. This ultimately constitutes the strongest reason 
why Nascimento never gave up his long standing intention to obtain a place where he 
could set up his own frevo school. In this respect, in February 2000 Gecelande Lopes 
stated:
G.L: I think Nascimento should have his own school, in parallel with the other one 
[referring to the Escola Municipal de Frevo]. As he devotes his life to that 
school, the school should belong to him, it should not be municipal. It should be 
his, so that he could do things the way he wanted, but with the government’s 
help. The snack for the children and the salaries of the teachers should be 
maintained by the city hall. But the way things are at present, it is not good for 
Nascimento, because he cannot do anything without being told off. If, [for 
instance] the newspaper reports something like “the frevo school of Mestre 
Nascimento”, then the director comes to demand that he goes to the newspaper 
to rectify the error, saying that the school doesn't belong to him, that it is the 
Mayor Roberto Magalhaes who is financing it. But Nascimento says all these 
things: that the school is municipal, that he is only the vice-director, that it is the 
mayor who maintains the school. But when the report is published, the 
journalist does not want to speak of the mayor, or that it is the government that 
is doing this...
M.G: What are the other types of limitations that exist due to the school being a 
municipal school?
G.L: We cannot earn money, we cannot charge for our performances. All our 
presentations have to be free. (...) When Nascimento arranges the presentation, 
then he charges. But if the invitation comes via the school, we don't receive 
anything. I also think this is wrong, because Nascimento is paid to be the vice- 
director of that institution, and not to do presentations without receiving any 
additional payment. He works in presentations on Saturdays, Sundays, at 
midnight, in all sorts of places where he are called to perform. But, just because 
of the official ruling he is not paid. Only a snack for the student-passistas and 
transport are given, but Nascimento does not receive anything. As an employee he 
should receive [some extra payment], and the students should also be
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remunerated. They should receive five to ten reais/^ but some students are 
already grateful when there is a snack for them, because in some places not even a 
snack is given.^*
3.9. Nascimento: the frevo-warrior
As I was impressed by the number of shows performed by the Escola Municipal de 
Frevo in just one semester of 1997, particularly in comparison to the total number of 
presentations carried out by fifteen groups together over the entire year -  I asked 
Zenaide: where does this impetus for accomplishing so many presentations come 
from? Instead of simply acknowledging that the school dance group has to attend the 
formal invitations sent by the Education Secretariat of Recife, to my surprise Zenaide 
stated:
“It is Nascimento do Passo. He breathes frevo. For him, ... it may even 
seem funny but, if you come here and say that you have cancer, he will 
say to you: practise frevo dancing and you will be healed. He is so in love 
with frevo dance that he thinks it is the starting point for everything. 
Whatever emotional problem that you may have, any disturbance, if you 
are facing problems at home, with the family... [and so forth]
I also believe that Nascimento “breathes frevo” — as Zenaide says — because he does 
not simply work as a professional for the benefit of passo and passistas; he actually 
lives frevo, with his body, mind and soul, 24 hours a day and 365 or 366 days per 
year. For Nascimento, there is no limit to the time or energy that he spends — and also 
pushes others to spend as well -  in order to achieve whatever is necessary for the 
benefit of frevo dance and dancers. For this reason it is understandable why 
Nascimento and some of his devoted students were unable to comply passively with
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at least two rules which are applied not only to the municipal frevo school but also to 
all other primary and secondary municipal and state schools in general.
One of these ‘undesirable’ rules is that during the summer vacation, which runs from 
late December Imtil the end of January, the municipal frevo school must be closed to 
the general public. However, most people know that January is a month in which the 
demand for frevo dance classes increases in Recife -  due to the approach of carnival 
and the increased number of visitors to the city/^ the period therefore represents one 
of the most precious opportunities for frevo teachers to launch summer school frevo 
courses in order to earn some extra cash and social recognition for leading these 
courses.
The secrad of these ‘undesirable’ rules is that on weekdays throughout the academic 
year, the school must be closed and vacated every evening by 10:00 p.m. The way a 
number of students get round this constricting rule is by going to Nascimento’s house, 
which is five minutes’ walk from the municipal frevo school, where they continue 
working until well after ten o'clock, either embroidering frevo dance costumes and 
frevo-parasols or repairing frevo-parasols, creating hair ornaments and so forth -  
which will either be used in their presentations or sold at Nascimento’s kiosk at the art 
and craft fair, which is part of the wider event Domingo na Rua that takes place every 
Sunday in Old Recife -  as I witnessed at the end of 1999 and the beginning of 2000.
The enthusiasm of the team of students and professional passistas who work with 
Nascimento is unmense. Gecelande, who has been accompanying the municipal frevo 
school from the start, recalls that at the very beginning most teachers — such as
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herself, Inès, Elaine and Ramos -  used to work at the municipal frevo school for the 
sake of building up the school with Nascimento. Apart from Nascimento, who 
received a wage, the teachers cited above would teach at the school for free -  even 
though the school operated in three shifts: mornings, afternoons and evenings.
When in January 1998, I asked Zenaide how many teachers the school had, she 
replied “we have just one teacher -  incredible though it may seem. This is another 
struggle that we are facing here.” Zenaide explained that the school had two 
estagiarias [trainee teachers] and one professor regente [senior teacher] -  i.e. primary 
teachers of a regular municipal school could be transferred to teach at the municipal 
frevo school. At that time, Angela was the senior teacher and taught in the evenings. 
Gecelande and Inès, who had been working as ‘trainee teachers’ in the mornings and 
afternoons respectively, had just come to the end of their contracts, which could not 
be renewed because they had both finished their teacher training courses and so no 
longer had the legal right to continue working as ‘trainee teachers’. For this reason, 
for a time the school would have no teachers in the mornings and afternoons.
According to Zenaide, at the municipal frevo school there were a number of students, 
who were called “collaborating students” or even monitor es [student-advisers], who 
were ‘helping a lot” in the meantime, until the Secretariat made a decision about what 
to do or found other frevo teachers to substitute Gecelande and Inès. The school 
director also explained that the student-advisers did not get paid because they 
constituted an emergency measure specially adopted by the institution in January, 
when Angela was on vacation, and the school continued to run daily with intensive
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ffevo courses being held in the afternoons and evenings. It was in these circumstances
-  as Zenaide clarifies -  that:
“One of the collaborating students teaches, without receiving a penny 
from the City Hall, or from the Education Secretariat. What happens is 
that sometimes Nascimento or myself gives them some help, such as a bus 
ticket, a snack, so that they do not become discouraged. But they are in 
love with frevo, you understand? They really are Nascimento’s followers.
So they come here with great pleasure, they love it, they really do. That is 
why they are helping us in a very dedicated manner.
But we have a very serious problem, with only one teacher; without 
personnel, without professionals to form a team. This institution still 
doesn't have a team.(...) This very day I went to collect the cheque, the 
third of the holiday pay, and I received one single cheque for the only 
teacher of the school. So you see we need to have a team so that things 
would work even better, because if at present it is already working 
[relatively well], imagine what it would be like if we actually had a 
team.”^ ^
Nascimento’s energetic mind, which is constantly full of new and exciting ideas, and
his obstinate passion and love for frevo dancing ‘infects’ not only most people who
work with him, but also pervades the school environment as a whole, with dynamism
and enthusiasm for frevo dance practices."^  ^Furthermore, not only his self-image but
also his whole life story has already become inseparable from the history and imagery
of frevo dance — as Joao Paulo has appropriately remarked:
“If we ask any one from Pernambuco about Francisco Nascimento Filho, I 
believe that few people could remember who this citizen in fact is. 
However, if the name mentioned is Nascimento do Passo, the person will 
immediately make a direct association with the rhythm symbol of our 
state: the frevo.”"^^
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The artistic surname do Passo that Nascimento has used since 1958 reveals the vital 
importance that passo has not only for his professional life, but also for his personal 
and individual identity as w^ ell. In fact, the adoption of this artistic surname has 
imprinted a unique artistic image on Nascimento, and also facilitated his popularity as 
an artist/"  ^More recently, Nascimento decided to register his artistic name as his real 
family surname, in order to be allowed to sign it in any situation/^ Moreover, his 
decision to wear his frevo dance costumes whenever and wherever he goes, have tied 
up his personal, artistic and professional identities even more tightly with frevo and 
strengthened his popularity in local society too.
When 1 asked him: what about the frevo dance costumes you now wear day and 
night? how did this idea or wish to wear passista’s clothes offstage come about?; 
Nascimento closed his eyes for a short while, as if he had dozed off or lost his senses, 
but soon after replied: “Look, Goretti, it is as if I had been bom again. It was really 
necessary to make that pause now, because your question has changed the course of 
everything we were talking about earlier”. Nascimento explained that this idea had 
occurred to him one day, when he was thinking on his own, that he needed to become 
more popular. Because, as he puts it:
“Living the life that I live, without receiving any support, it would be possible 
that very soon I would give up the idea of living [for frevo]. Then I said to my 
wife: from today onwards, I will begin to walk on the streets just as I dance on 
the stage. And Landinha replied: are you going mad? Are you going to walk on 
the streets like a clown? People on the streets will mock you! But I said to her: I 
must take the risk. It is necessary. Especially because I needed to identify 
myself more with society.”"*^
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Nascimento recalled that, as soon as he started to go out on the streets wearing frevo
dance costume, all sorts of mockery immediately began. He also revealed that his
courage to expose himself to people’s mockery originated from his feeling of
abandonment, and it also came from the certainty that he had always preserved
Pemambucan'frevo dancing:
“What gave me courage was that [feeling of] abandonment. I know I am 
doing important work, and I think the solution to everything was this 
awareness that I always had that I am right, that I’ve never been wrong at 
any moment. I was right in creating the Escola Recreativa Nascimento do 
Passo, in creating a teaching method, in beginning to teach the people 
everything that I knew or that I had learned, in beginning to train new 
passistas. I held the petecœ, I held the flag. I was aware that I was right. 
However, I had to do more, something else, to provoke society. It was not 
good enough, and still isn’t good enough. So I wanted to do more, to 
provoke more. Because I have learned from experience that the 
Pemambucans like being provoked.”"^^
With the passing of time, the countless provocative cries of ‘clown’, ‘madman’ and so 
on, that Nascimento had to hear and endure as soon as he went out into the streets in 
his frevo dance costume, began to decrease. People tended to become more receptive 
or used to his unusual idea, so Nascimento started to have the pleasure of receiving 
positive responses as well. In this respect, he mentions some unexpected occurrences 
with ladies stopping on the streets and getting out of their “imported cars”, to give 
him a kiss, or a hug, or to ask to have their picture taken with him. As Nascimento 
relates:
“These are people that I can tell, based on their manners, postures, dress, 
faces, gestures, that they are people who are wonderfully privileged here 
in Recife. And all of a sudden they stop their cars, sometimes make their 
children and husband get out of the car to greet me too. Once a lady said
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to me: You don’t need to know who I am. What matters is the courage 
that you have, what you are doing. That is what is important. Because you 
are moving [touching] Recife, it is noticeable that people already identify 
with you -  she said.”"^*
Taxi drivers and bus drivers, now and then, also began to stop their cabs or buses to 
offer him a lift -  other curious occurrences highlighted by Nascimento. He recalls that 
a few times bus drivers have stopped to invite him to get on using the front door, 
without having to pay the fare."*^  When the offer was made by a taxi driver, 
Nascimento explained that he would try to refuse the offer sometimes by telling him, 
for instance, that he didn’t have enough money to pay for the taxi journey. But as the 
taxi driver would insist, saying he was going the same direction as Nascimento 
anyway and it would be a pleasure to give him a lift, Nascimento ended up accepting 
his offer.
One of the most significant indicators of Nascimento’s increased popularity in local 
society was the ceremony, held at the Legislative Assembly of Pernambuco on 28 
February 2000, in which the state legislature granted him the title of Citizen o f 
Pernambuco. In his speech, the President of the Legislative Assembly of Pernambuco, 
José Marcos explained to the audience that Nascimento had deserved the title for a 
long time:
‘Because he has always had the recognition, the affection of our people, 
for his work in publicising frevo’s musical and choreographic wealth. And 
also for his innovative work in exploring body movements as an aspect of 
the energy of well being and happiness in living.” ®^
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It was the PT (Partido dos Trabalhadores) Deputy Joao Paulo who made the proposal
to the rest of the Legislative Assembly to grant the title of Citizen of Pernambuco to
Mestre Nascimento do Passo. During the ceremony, Joao Paulo highlighted the fact
that his request had been approved unanimously by the members of the house and
regarded Nascimento as a hero and defender of Pemambucan culture, after listing a
number of unparalleled accomplishments which Nascimento had achieved as a frevo
teacher -  as can be seen in the passages quoted below:
“The Escola Municipal de Frevo, which has trained the best frevo 
dancers, is an example of his effort and dedication. This homage, that 
today is rendered by the Legislative Assembly of Pernambuco, is a modest 
recognition of the meaning of an entire life dedicated to the [folk] popular 
traditions of Pernambuco, to his work of remarkable greatness, which 
stands out in the vast cultural universe of our region.
Pernambuco is witnessing the valuing of our artistic expressions, after a 
long period of disdain. We are delighted to see the maracatu, the 
caboclinhos, the frevo, the coco, occupying important spaces in the media, 
on the tourist itinerary and mainly in the taste of the population, who have 
discovered their roots. There is still a lot to be done in this field for us to 
reach the level reached by other states, in terms of valuing our own 
culture. But we are moving forward, and if we want to reach that 
objective, we must go on revering the Masters who have opened pathways 
and not allowed our traditions to die. Nascimento do Passo is one of these 
heroes, having inscribed his name with a lot of garra and forever in the 
history of Pernambuco.
So, I conclude here this recognition, Nascimento do Passo, a little belated, 
perhaps. Because you surely represent one of the greatest symbols of the 
culture of Pernambuco. You have had the ability to incorporate, to live, to 
publicise and above all to pass on to the younger generations the role of 
defending our traditions more and more.”^^
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Therefore, it can be said that just as the popularity of the folk-popular dances in 
general, and of frevo dance in particular, has increased to an extent never seen before, 
so too has Nascimento enjoyed a much greater popularity in Recife, at the end of the 
millennium.
Due to his increased popularity and the support and encouragement received from 
deputies of the PT,^  ^ in January 2000 Nascimento already told me that in the coming 
election, which would be in October 2000, he was going to launch his candidature for 
a city councillor for the Workers’ Party, PT. So, in March 2000, Nascimento had 
already been discharged from his position as vice-director of the Mumcipal Frevo 
School, as this is a political appointment decided by the Mayor of Recife^ "^  and which 
therefore cannot be occupied by those who wish to run for election.
Nascimento’s manifesto, which he said he would carry out, once he was elected 
councillor, was entitled: “Frevo and [folkjpopular dances in schools.” He explained 
that the principal idea behind his political project was the official inclusion of folk- 
popular dances in the school curriculum, once and for all — which, once accomplished, 
would be another pioneering idea put forward by Nascimento do Passo.^^ Then, these 
dances would be practised as an optional substitute for physical education. He 
forecast that the inclusion of folk-popular dances in the private, mumcipal and state 
schools would considerably increase the labour market for dance teachers. In this 
sense, Nascimento questioned the career outlets for passistas students when they 
complete their training at the Escola Municipal de Frevo. He then revealed his 
political ideal as follows:
One of the wonderful things that could happen would be if the whole 
population turned to the authorities to demand the inclusion of frevo
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dance, once and for all, in the school curriculum -  as an official project 
really. Not as temporary courses, like the ones in which I have 
participated a lot for more than ten years in the state, and more than 
fifteen years in Recife.”
For Nascimento, frevo is not only a powerful medicine, a source of positive (healing) 
energy for the body and the mind, a therapy, which brings happiness, joy and 
wellbeing to its practitioners. I venture to say that, for him, frevo is what actually 
gives meaning to his life; it is what makes his life worth living. Moreover, frevo is not 
only Nascimento’s ideology -  which he believes has the power to improve the 
individual and collective worlds -  but also his prayer. In this respect, Landinha once 
reacted against Nascimento’s obsession with frevo by telling him: you are turning into 
a [frevo] prophet; why don’t you rent a house and set up a religious centre? Because 
for ye|u*s one of his favourite lines of prayer has been: ‘God takes care of your soul 
and frevo takes care of your body’ -  as he explains:
“The purity that you find through the art of the movement of frevo dance 
is so huge that you can say this every night before going to bed, and when 
you wake up next morning, you will really feel better. The soul, the spirit, 
and all wisdom comes from God. But he made us with arms and legs, and 
said that he had created us to his likeness, for us to discover what we 
needed to do in order to be a healthy and strong person — since we are 
made of bones and muscle, aren’t we?”^^
It can be said, in conclusion, that Nascimento is a kind of frevo-warrior, who is 
always wearing his frevo-war-unifbrm, and is continually and tirelessly fighting for ^  
number of frevo cause(s), with passion and fury, determination, honesty, openness,
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optimism and courage. No one, in the past or present, has done more for frevo dance 
than the Mestre Nascimento do Passo.
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ACT IV — Portraying the frevo dance school group *
4.L The hybrid and multifarious character of the frevo school group
Prior to the foundation of the Escola Municipal de Frevo in March 1996, and for more 
than two decades, the dance group of the Escola Recreativa Nascimento do Passo had 
always been composed of those devoted passistas who attended Nascimento’s classes 
and practised frevo dance regularly with him. However, since the foundation of the 
municipal frevo school, Nascimento’s frevo teaching method has been the only 
method applied at that institution. In other words, everyone who has ever taught there 
not only learned how to dance but also how to teach frevo dance with Nascimento; 
and uses Nascimento’s method in their frevo dance classes.
As soon as he became a full-time employee at the Escola Municipal de Frevo, 
Nascimento had to stop teaching at other municipal and state schools, where he had 
been working for about ten years or so; and he also had to suspend the frevo dance 
classes with the children and adults from Rodinha, Casa Amarela, the suburb where 
he lived. It was in these circumstances that a fusion of frevo dance school groups 
inevitably took place. In other words, the passistas belonging to the ‘specific group’ 
of the Escola Municipal de Frevo and to the Escola Recreativa Nascimento do Passo 
are in fact the same people. When they are dancing in presentations scheduled by the 
Education Secretariat, they are characterised as members of the specific group of the 
Escola Municipal de Frevo, and when they are participating in the frevo dance 
performances arranged by Nascimento do Passo, they are the passistas of the Escola 
Recreativa Nascimento do Passo -  and this is indeed the sole difference between
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these ‘two’ frevo dance school groups. For this reason, throughout this thesis, I will 
refer to these frevo dance school groups in the singular form.
One of the most outstanding characteristics of this frevo dance school group is the 
heterogeneity of its members -  not only in terms of age, physical features (size, 
shapes, skin colour, and so forth) and social background, but also in terms of dance 
experience as well. Moreover, the number of dancers who make up this hybrid frevo 
dance school group is not fixed, but dependent upon the needs of the show (some 
venues require a larger number of dancers than others) as well as the passistas’ 
availability. Roughly speaking, however, it can be said that between thirty to fifty 
frevo dancers (including students and teachers) are normally invited to participate in 
most frevo dance presentations throughout the year -  which represents approximately 
12% to 20% of the total number of students at the municipal frevo school.
Through the investigation of how members of the frevo dance group experience passo 
dancing and what these experiences mean to them, a set of common traits which bind 
together the amateur and professional passistas -  whose ages vary from nine to thirty- 
four years (see graph on the next page), and whose frevo dance practices span from 6 
months to 13 years of training -  could be unravelled. With this intention, I asked the 
frevo dancers questions similar to those Helen Thomas used in her nine-month study 
of a local community of dancers in London.^ The two-page questionnaires were 
initially distributed among passistas of Nascimento do Passo’s school group, uAer 
their presentation held at the Recife Docks on 27 January 2000, in which 52 passistas
(including frevo students and frevo teachers) participated. Once we had returned to
2
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immediately, whilst enjoying their sandwiches. Others asked me to let them take it 
home and bring it later, and I promptly agreed -  as I understood that that was 
probably not the best moment for them to accomplish that task, as they were probably 
very tired, after having waited for about two hours for the ship to anchor at the quay 
and danced frevo under a scalding sun for another hour or so.
The great majority of the students answered the questionnaire by themselves in 
writing. However, I soon noticed that some of the students were, for some reason, 
procrastinating in answering the questionnaire and returning it to me. Later, I figured 
out that those who were reluctant or uninterested in answering the questionnaire were 
mostly the younger members of the group — and I presumed that it was certainly more 
difficult for them to express their opinions and feelings in wnting than it was for the 
more mature students. So, as soon as I had the opportunity, I asked them verbally the 
same set of questions, and wrote their answers down for them.
Among the 27 student-passistas who answered the questionnaire^ only Leandra, who 
was a newcomer, and had been practising frevo for just two months, was not a 
member of the specific group of the Escola Municipal de Frevo. She was not yet 
participating in the presentations of the Escola Recreativa Nascimento do Passo. 
Nevertheless, due to her invaluable interest in answering the questionnaire, her 
opinions were processed and taken into account just as those of the other 26 more 
experienced students were. The three frevo teachers: Gil Silva, Valdemiro Neto and 
José Ramos, who were teaching at the municipal frevo school at the time this survey 
Was conducted, also answered the same set of questions as those distributed among 
die students — either in writing (this was the case of Ramos), or verbally, during our
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tape-recorded in-depth interview (this was the case of Gil and Valdemiro). The thirty 
passistas who answered the selected list of questions (among which twenty seven 
were students and three teachers) constitute roughly 60% of the number of passistas 
which are members of the specific fi-evo dance school group -  which I believe is a 
sufficiently representative number for carrying out a survey by means of a self­
completion questionnaire. It follows that, in this research, both quantitative and 
qualitative methods were applied to the same object of study and in analysing the 
same data. A quantitative analysis based on numbers and on statistical relations 
between the numbers was employed, alongside a more qualitative or interpretative 
fi*amework, which aims to draw out layers of meaning concerning the frevo dance 
school group’s experiences and opinions. In short, these two methods were seen as a 
continuum, and were employed as complementary models of analysis.
4,2, Searching for subsidiary common traits
A profile of the heterogeneous frevo dance school group can be delineated by 
considering some recurrent types of answers that might be regarded as subsidiary 
common traits, which the passistas, when interviewed, gave to the following 
questions: where did you learn how to do passo, and with whom?; why did you 
choose this school or frevo dance group?; do you intend to follow the career of 
passista or dancer?; what type(s) of dance(s) do you like most?; what do your family 
think about you being a passista?; what do your friends think about you being u 
passista? After having processed and analysed the answers to these questions, I cam® 
to the conclusion that the vast majority of amateur and professional passistas 
interviewed:
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1) had learned how to dance frevo through Nascimento’s frevo teaching method;
2) believe they are practising frevo with the guidance of one of the -  if not the -  
most qualified frevo teachers, and in the best frevo school available in Recife, 
or even Brazil;
3) want to follow the career of a passista or dance teacher;
4) like frevo dancing more than any other type of dance;
5) receive encouragement not only from their family but also from their friends 
to continue practising and improving until they become fully proficient in 
frevo dance.
Before displaying the actual numbers and content of the interviewees’ answers -  from
which the conclusions, displayed above, were drawn -  and which also supports
further arguments developed in the analysis of frevo dancing, presented on ACT VI, I
must clarify to the reader that I decided to quote extensively my consultants in the
field for three major reasons. Firstly because, as David Fetterman says,
“Verbatim quotations are extremely useful in presenting a credible report 
of research. Quotations allow the reader to judge the quality of the work -  
how close the ethnographer is to thoughts of natives in the field -  and to 
assess whether the ethnographer used such data appropriately to support 
the conclusion” (1989:22).
Secondly, considering the existence of dance researchers in distinct parts of the globe, 
with similar interests to ours -  i.e., in trying to understand how dancers feel the 
experience of dancing, or what to dance means to dance practitioners -  I also took 
into account the possibility of the data that I have collected in a particular community 
of frevo dancers in Brazil being used by dance researchers, who are non-Portuguese 
speakers -  so that similarities and dissimilarities between data can be identified and 
cross-cultural comparisons made. In other words, I am taking the opportunity in this 
section to try to meet Karen Bond and Susan Stinson’s request, addressed to all dance
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researchers throughout the globe, for “original material from young people describing 
the nature and/or meaning of their dance experiences”."^ In short, if I have quoted 
nearly all the answers that I obtained from my interviewees it is because I believe this 
unique first hand data may also be useful for dance researchers worldwide.
No doubt, people’s words, opinions and aspirations lay the foundations upon which 
my own thesis arguments stand. Therefore, the quotation of their voices is also one 
way of acknowledging their prominent importance. I am in agreement with Mikhail 
Bakhtin’s opinion that quoted speech permeates all our languages activities in all 
areas of life, and that we are actually dealing with someone else’s words more often 
than with our own -  either we deliberately and explicitly want to acknowledge this 
phenomenon or not. In the foreword to Rabelais and His World, Krystyna Pomorska 
has stated that Bakhtin revealed the constant presence of quoted speech in a vast 
number of examples from all areas of life: literature, ethics, politics, law, and inner 
speech. He pointed out that:
“Either we remember and respond to someone else’s words (in the case of 
ethics); or we represent them in order to argue, disagree, or defend them 
(in the case of law); or, finally, we carry on an inner dialogue, responding 
to someone’s words (including our own). In each case someone else’s 
speech makes it possible to generate our own and thus becomes an 
indispensable factor in the creative power of language” (Bakhtin 1984:ix).
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4.2.1. Methods o f learning
All passistas interviewed^ actually learned how to dance frevo either with Nascimento 
do Passo, or with one of Nascimento’s former students, who learned how to teach 
frevo with Nascimento and were applying Nascimento’s frevo dance teaching method 
at the Escola Municipal de Frevo -  such as Ramos, Gil, Miro, Gecilande, Inès, 
Robson and Angela.
It is tme that two interviewees: Flaira Ferro (ten years) and Andréa Silva (twenty 
years) said that they first started dancing frevo on their own. The former replied: “I 
learned how to perform the steps on my own, but after I joined the frevo school, my 
steps became much better than before”; and the latter answered: “I started to practise 
passo steps on my own in the backyard of my house, after I had seen them at carnival 
time.” However, no one would deny that they actually learned the complexity of 
passo technique, and expanded their kinaesthetic experience of the vast frevo 
movement vocabulary only after they started to attend frevo dance classes regularly, 
either at the Escola Recreativa Nascimento do Passo, or at the Escola Municipal de 
Frevo. In fact, only those passistas who in early 2000 had had more than seven years 
of training — such as Gecelande Lopes, Natalia Lopes, Elizângela Barros, José Ramos 
Silva, Andréa Silva, and Inès Silva — could not have learned passo at the Escola 
Municipal de Frevo, which was about to complete six years of existence in March 
2000, when this survey was conducted.
Before getting involved with frevo dancing, Inès da Silva used to practise only ballet 
and jazz. Inès explains that she did not like the idea of being knowledgeable about
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“dances that are not ours, because they are not Brazilian,” while ignoring “the dances
of our country”, so she decided to seek out frevo dance courses in Recife, and a friend
of hers told her about the frevo dance classes which were being taught by Nascimento
do Passo and Gecelande Lopes at the Sitio da Trindade.
“On arriving there, I had the pleasure of starting to learn frevo with 
Nascimento do Passo -  as we say, the pure frevo dance, that is really 
castigado [perfected]. Because that is what Nascimento conveys to us. It 
is not that superficial thing, but really deep [frevo]. The correct origin of 
frevo. So, I had this good fortune, and I love to dance.”^
In February 2000,1 conducted a tape-recorded interview with Gecelande Lopes, José 
Ramos, Valdemiro Neto and Gil Silva. Gecelande (thirty-four years), who at that time 
had been practising frevo for thirteen years, learned how to dance frevo with 
Nascimento, after they started living together in Olinda. Gecelande recalled that 
Nascimento used to teach some frevo steps to her late in the evenings when he got 
back home after work. Soon after she had learned the basic frevo steps, Gecelande 
started to become gradually more and more involved with the students at the 
Vassourinha club where Nascimento used to teach. José Ramos (20 years), who at 
that time had been practising frevo for seven years, learned frevo dance with Mestre 
Nascimento do Passo and Gecilande Lopes at the Sitio da Trindade. And Valdemiro 
Neto, who had been practising frevo for two years, also learned frevo with 
Nascimento and Angela at the Escola Municipal de Frevo.
Gil Silva (twenty eight years) said that he had learned how to dance frevo “officially 
with Nascimento, about three to four years before. Gil also said that he was a teenager 
when he began [“unofficially”] to dance frevo, and that he used to hold the 
misconception that frevo is carnival. But the idea of ''brincar carnavaF frightened
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him -  he said: “I was fearful of joining in carnival; I did not like it and didn't find it 
interesting.” Gil recalled that, as his father would not let his older sisters go out on 
their own during carnival time, they started to drag him along. They used to go to the 
fortinho in Olinda, but when frevo was played on the trios elétricos, Gil remembered: 
“1 just stood there with my arms crossed.” One day, when Gil saw a programme on 
Rede Globo TV channel in which Nascimento and Jaflis, his son, showed a number of 
basic frevo steps -  such as the ferrolho, sad, tesoura, and so forth -  he was awakened 
to the beauty of frevo dance movements. This was around 1987, and after he had 
followed two frevo classes on TV, Gil began to practise the steps he had just seen on 
television, but in his own manner -  he explained. In order to prevent muscular pains, 
Gil also introduced some stretching and warming-up exercises, such as squatting and, 
bending over, together with the frevo dance steps he had learned. This training was 
nomially done alone at home a few weeks before carnival arrived, as he had now 
decided to enjoy himself on the streets during carnival time, so he wanted to become 
fitter: “I saw that with the little that I was able to perform, people opened up a space 
[for me to dance] and applauded, and some of them offered me a [frevo] parasol.” 
However, as soon as he really wanted to leam frevo dance, Gil sought out 
Nascimento’s frevo dance classes. In this respect, he explains:
Because, at that point I already wanted to leam frevo dance really. 
Because I used to go to Sao Pedro Square, and I would see Nascimento 
3nd Ramos with those little closed eyes, but I was embarrassed to 
approach and speak to them. (...) But wherever they were [perfomung] I 
was observing them. Then, I went to the Casa do Carnaval and someone 
gave me Nascimento’s contact telephone number, so I rang and spoke 
with a lady who told me he was teaching in Rodinha. But Rodinha was 
too far... A few years later, I contacted the same lady again, and she told
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me that Nascimento’s school had moved to Encruzilhada. Then, I said: 
now I will find him, and I finally did.”
MG: Have you ever had any wish to attend frevo dance classes with another teacher, 
besides Nascimento?
GS: No, only with Nascimento. In the beginning I sought out Walmir but his frevo 
course cost money and I could not afford it, so I was not encouraged. But my 
brother-in-law had always told me: “Nascimento is the best, Nascimento is the 
best”.^
4.2.2. Selection criteria of the school and/or frevo dance group
It was only when the ‘^’escolinhd' [little school] -  as Gil affectionately calls the Escola
Municipal de Frevo -  was founded in Encruzilhada, that he was finally able to fulfil
his desire to meet Nascimento and attend his frevo dance classes -  a desire that he had
held for many years. In response to the question: why did you choose Nascimento and
the municipal frevo school?, Gil replied:
“I was enchanted with the work that he [Nascimento] did in the schools. 
Through the contact that I had with him at the Escola Municipal, I liked 
the work he was doing a lot. I was even more delighted to watch his 
passistas dancing. Because I had already perceived the difference, at the 
Sao Pedro Square when there were [frevo] competitions, so I realised that 
Nascimento's passistas danced much better than all the other dance 
groups... [mainly because of] the enthusiasm and strength that they 
showed in their interpretation of frevo songs.
In response to a similar question, Valdemiro Neto, also known as Miro, Grst 
highlighted the standard of excellence of the municipal frevo school and the 
outstanding value of Nascimento’s frevo dance teaching method. But he also to o k  his 
own swift progress as proof that Nascimento’s teaching method works -  a s  ca n  he
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seen in the last sentence of his response quoted below, in which he left unspoken the
idea that with just two years of practising frevo dance, he is not only performing frevo
to audiences but also teaching frevo dance:
“That school is really leading you towards the best... Of all the teachers 
who are giving frevo classes around here, who I have seen in the world of 
frevo, I actually verified that Nascimento [is the one who] makes you 
dance. He transmits the philosophy of his work, which is very good and 
makes you dance. Because I had never practised dance in my life!” ^
The good reputation of the municipal frevo school and their trust in Nascimento do 
Passo’s teaching method were also the principal reasons which led eleven student- 
passistas to leam frevo dance at the school. Six of them (Lucilane, Flaira, Erika, 
Glance, Wilson and Leandra) actually believe that they are studying in the best frevo 
dance school available in Recife, or Brazil even:
1. “This is the school of the Master of frevo [Nascimento do Passo], so I 
thought this school would teach all the frevo steps better than the 
others would do” [Flaira Ferro, 10 years].
2. “It was founded by the Master Nascimento do Passo, and there is no 
better school than this one”[Erika Silva, 13 years].
3. “It is the best [school]: the physical training and the way in which the 
Pemambucan frevo culture is transmitted” [Glauce Lopes, 14 years].
4. “The school, because it has excellent teachers, and the group because 
is one of the best in the city” [Wilson de Souza, 36 years].
5. “It is a school specialised in frevo dance, a school that trains students 
to become professionals, and the best school that we have in Recife” 
[Leandra da Silva, 26 years].
“It is the best frevo school in Brazil; it is from this school that the 
greatest passistas come” [Lucilane Diniz].
2- I thought it was a good place to leam frevo”[Natalia da Silva, 16 
years].
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8. ‘T thought this was a good school and I had the willpower”[Rafaela da 
Silva, 13 years].
9. “It is the closest school to my house, and it is the school of Master 
Nascimento do Passo, a fighter and a diligent man” [Olivia do 
Nascimento, 21 years].
10. “It was founded by Nascimento do Passo, thus it maintains the 
tradition and originality of frevo. It is the school where I learned not 
only how to dance frevo, but also to make [frevo] umbrellas in 
workshops” [Maria da Silveira, 30 years].
11. “In this school one really learns how to dance frevo” [Ana Claudia da 
Silva, 20 years old]
The influence of friends and relatives, as well as the friendly atmosphere reigning in 
the municipal frevo school were other motivating factors for the choices of seven 
passistas-students for the school. The location of the municipal frevo school, the fact 
that its teaching is free and the love and interest for frevo dance itself were all reasons
for the choices of another six interviewees.^^ The broadcasting of the frevo school’s
12artistic work on television also caught the attention of two student-passistas. 
Sixteen-year-old Natalia Lopes believes it was her destiny, not her choice, which led 
her to attend frevo classes at the municipal frevo school.Eduardo Araujo (26 years) 
mentioned his concern about “the preservation of Pemambucan popular culture” as 
the main reason why he decided to attend frevo classes at the municipal frevo school; 
whereas Marcio do Nascimento (21 years) offered a casual reason for his choice: ‘I 
was riding my bicycle along the street and I saw this school, so I decided to enrol, as I 
did not know anyone [else] from whom I could leam frevo.”
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4.2.3. Career Aspirations
Despite their reasons for wishing to follow a frevo dance career being quite varied, I 
was startled to realise that 24 out of 27 student-passistas, and 2 out of 3 frevo teachers 
interviewed do intend to follow the careers of passista or frevo teacher, or both:
1. “Yes, because I love dance and [body] movements in general” -  
answers Lucilane Diniz, after practising frevo dance for 3 years.
2. “Yes, because this is a good profession for me” -  responds Cintia 
Souza, after practising frevo dance for 3 years.
3. “Yes, because to dance frevo is great” -  says the 13-year-old 
Maranique Silva, after practising frevo for 4 years.
4. “Yes, because I think this is a very beautiful dance, and also because I 
think frevo is already the ideal [most suitable] dance for me” -  
explains the 10-year-old Flaira Ferro, after practising frevo dance for 2 
years.
5. “Yes, because I think this is an excellent career” -  justifies the 13- 
year-old Erika Silva, after practising frevo dance for 1 year.
6. “I want to become a frevo teacher, because I think it is very nice to 
teach others the frevo steps” — replies the 14-year-old Elizângela da 
Silva, after practising frevo dance for 3 years.
7. “Yes, because this is one of the rare things that I have to do that I find 
interesting, and beautiful. I think that my life is frevo” — responds the 
9-year- old Tamyres de Azevedo, after practising frevo dance for 3 
years.
8. “Yes, because to dance makes me feel very good” — explains the 27- 
year-old Elisângela Barros, after practising frevo dance for 8 years.
“Yes, in spite of the difficulties and obstacles of this career. However, 
the love for the art of dancing makes us overcome all the difficulties”
~ justifies the 19-year-old Johnny da Silva, after practising frevo 
dance for 1 year.
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10. “I intend to follow this career of passista, which is already my 
profession” -  answers the 15-year-old Fabiana de Almeida, after 
practising frevo dance for 2 years.
11. “Yes, 1 do. Because 1 love dancing, and enjoy being a dancer a lot. As 
1 love dancing 1 find pleasure not only in performing frevo dance but 
other dances as well” -  justifies the 21 year old Marcio do 
Nascimento, after practising frevo dance for 4 years.
12. “Yes, because 1 think this is the best thing 1 can do for myself’ -  says 
the 13-year old Ivanise Gomes de Andrade, after practising frevo 
dance for 2 years.
13. “Yes, because this is already in my blood, and to dance is my life. 
Also because it is a way of getting to know Pernambuco’s culture 
better” -  answers the 14-year-old Glauce Lopes, after practising frevo 
dance for 10 years.
14. “Yes, because 1 feel very, very good practising frevo and other 
popular dances” -  explains the 16-year-old Natalia Lopes, after 
practising frevo dance for 12 years.
15. “Yes, because I think it is cool, we leam a lot, go out a lot, and get to 
know new places” -  says the 16-year-old Natalia da Silva, after 
practising frevo dance for 3 years.
16. “Yes, because we travel and get to know new places” -  reveals the 13- 
year-old Rafaela da Silva, after practising frevo dance for 1 year.
17. “Yes, passista, because I identify with frevo” -  states the 36-year-old 
Wilson de Souza, after practising frevo dance for 2 years.
18. “Yes, because of the love that I have for the art [of frevo], which takes 
over my soul; because of my curiosity in knowing about frevo and the 
brilliance that I may achieve later on. My dream is to open a dance 
academy” -  declares 20-year-old Andréa Silva, after practising frevo 
dance for 7 years.
19. “Yes, to give continuity to the frevo work that I have been carrying 
out here”- explains the 19-year-old Luciano Carvalho, after practising 
frevo dance for 6 months.
20. “Yes, because this is a dream that I have had since I was a child: to 
dance not only frevo but also all types of dance” -  discloses the 21-
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year-old Olivia do Nascimento, after practising frevo dance for 3 
years.
21. “Yes, because this is a career that I like and it is very nice being a part 
of our culture” -  answers the 26-year-old Leandra da Silva, after 
practising frevo dance for 2 months.
22. “Yes, because I love dancing, and frevo is one of the most complete 
dances, rich in steps and moves. It is energy and beauty” -  justifies the 
30-year-old Maria da Silveira, after practising frevo dance for 1 year.
23. “Yes, because dance is a therapy, which above all is good for the body 
and mind” -  explains the 20-year-old Ana da Silva, after practising
frevo dance for 2 years.
24. “Yes, I do intend to follow this career, because I have been dancing 
for five years, and now I want to be a good frevo-passista” -says the 
21-year-old Wellington da Silva.
The professional-passista and frevo-teacher José Ramos intends to continue working 
in this area because he believes dance is the activity in which he has acquired most 
“knowledge, experience and development throughout his life. In other w 
dance and to teach dance are the activities in which he has the confidence that he 
performs well. Valdemiro Neto thinks of himself first as a firevo teacher, and only 
secondarily as a passista. He intends to undertake the vestibular exam to gain p 
on a Physical Education course at one of the universities in Recife. Miro is convmced 
that ftevo dance will enrich his work tremendously as a Physical Education teacher; 
and just like Nascimento, he also defends the inclusion of frevo as curricular subject 
in all primary and secondary schools in Pernambuco.
Two interviewees neither confirmed nor denied the possibility of f  S 
professional career in the frevo dance field. Fourteen-year-old Pensilvâni P y 
stated; “at present, I am a passista, but I have no explanation. The p
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passista and frevo teacher Gil Silva believes he will never stop practising frevo dance 
-  which he regards as a thrilling activity that does him good, and that he loves very 
much. However, he sees frevo as a second professional path (or possibility). At the 
end of 1999 Gil had just finished the Agronomy course at the Universidade Rural de 
Pernambuco, so-he explained: frevo “may be a [professional] option, but I would 
have to dedicate myself more than I have done so far. It would certainly need a 
greater dedication.” "^^
Only two student-passistas stated overtly that they do not want to become frevo 
professionals -  either a passista or a frevo teacher. The 12-year-old Karla 
Albuquerque is not quite sure just yet about which professional career she intends to 
follow, so she answered: “No. I don’t know. I would like to dance all my life, but not 
to take it iip it as a profession. I want to be a cardiologist, perhaps”. The 26-year-old 
Eduardo Araujo also states that he does not wish to become a frevo professional, 
instead he stresses that his love for frevo will always be amateur. However, since the 
Portuguese word amador [amateur] literally means the one who ama, i.e. loves; and 
considering the manner in which he expressed himself in writing, it is possible that 
Eduardo was playing with words when answering this question.
4.2.4. Dance preferences
The answers to this question were processed/interpreted using a quantitative research 
method, in which the number of times that a given dance type was mentioned was 
counted. I presumed that the greater the number of times the name of a certain dance 
type was mentioned, the greater the preference and popularity of that dance among the
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dance community. By doing this counting, I came to the conclusion that the passistas ' 
preference for (or familiarity with) frevo in particular, and Northeast Brazilian folk- 
popular dances in general, is far greater than their preference for and familiarity with 
any other type of dance of foreign origin. Whilst ballet, rock, reggae, and belly 
dancing were mentioned twice each and tango and tap dancing were mentioned only 
once; ffevo was mentioned 24 times. It was followed by maracatu and cabaclinho (11 
times each); coco (8); ciranda (7); ballroom dances (6); forro (5); maculelê (4); afro, 
pagode and capoeira (2); samba, quadrilha, afoxé, candomblé, cavalo-marinho, 
guerreiro, cavalhada, and tchan dancing were all mentioned once.^^
In their tape-recorded in-depth interviews, Gil Silva, Valdemiro Neto and José Ramos 
not only revealed the types of dances they like most, but also why. Gil Silva explained 
his preference for frevo, by saying that “frevo was the basis,” from where he started to 
perceive other rhythms, and the beauty of other dances. In this respect, Gil explained: 
“I like tap dancing, and I think it was because of frevo. I began to see Fred Astaire 
dancing; [and I thought] what a wonderful thing his interpretation, and his body 
molejo [malleability] was!”^^  Gil said that if he was not devoted to frevo, he would 
choose caboclinho, because he very much likes the rhythm of caboclmho; he also 
appreciates the tango, and ballroom dancing.
Of all dance types, Valdemiro Neto identifies most with Northeast Brazilian folk- 
popular dances; among which, he says, frevo, maracatu and coco are his favourites. 
The main reasons why he likes these dances are clarified in the passage below:
• •. [frevo] is something that liberates me. Maracatu is in my black roots.
I also like capoeira — I have already practised capoeira for a while and 
want to start again. I like the culture in which the dance exists. I identify
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myself a lot with maracatu, coco, ciranda. I find it super cool, you are 
freed, you relax, it is a therapy. You forget everything, you forget the 
problems that you are going through. I identify a lot with these dances, I 
think it is something that is really in my [cultural] roots, my blood. The 
ballroom dances and the jazz I find beautiful; but the dances that really 
touch me and that I really identify with are [Northeastern Brazilian folk-] 
popular dances.”^^
José Ramos’ favourite dances are two: ffevo, which was the first dance he learned, 
and samba, which was the dance through which he discovered his talent for dancing. 
Having said that, Ramos added that he also liked: ...“all other dances that I still have 
to leam”... Ramos explained which dances he thinks he still has to leam, by saying 
that:
... “Here at school {Escola Municipal de Frevo^ we have more of a liking 
for [affinity with] ffevo. But there are also other dances, such as: 
maracatu, caboclinho, afiro-dance, gaucha dance, and several other types 
of dances that you may also include (...). In life, it is good to know a little 
of everything, and I also have the desire to leam other dance types. Even 
the candomblé dance I like, because of the toque [i.e. the rhythm] and the 
way it is danced. If it is dance, I [quite often] like it.
When I don't like one [dance], I say straightaway. I don't even like to 
watch, so I may leave [the place where the dance is being performed].
(...) a modified dance such as the modem quadrilha, that nowadays has 
become stylised, I don't want to participate, nor even to watch. I prefer to 
stay indoors at home the entire Sao Joao, than to go to the arraiais to see 
the quadrilhas which now have been innovated, re-created or stylised; 
which have no traditionalism. So I lose my temper and I don't want even 
to see them. So, a dance such as this, I don't like”.^ ^
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4.2.5. Family opinions about their frevo dance practices
In response to the question: what do your family think about you being a passista or a 
dancer? Twenty four passistas said that they actually receive encouragement, or 
support, or words of praise from members of their families. The interviewees whose 
relatives react positively towards their dance practices are as follows:
1. “Yes, they like and encourage me a lot. In relation to ffevo, everybody 
approves, because all members of my family are carnival lovers, and 
they also like the other rhythms a lot” [Lucilane Diniz].
2. “Cool. They are proud of me. My mother and relatives think I look 
great dancing ffevo” [Maranique Silva].
3. “My family feels proud of me, because they think I am on the right 
path” [Flaira Ferro].
4. “They motivate me, since it doesn’t get in the way of my obligations” 
[Eduardo Araujo].
5. “They like this profession” [Erika Silva]
6. “They think it is a good idea. They think I am a good 
passista”[Elizângela da Silva]
7. “They think it is a good idea. They help me to be present in all ffevo 
performances”[Tamyres de Azevedo].
8. “Great”[Pensilvânia Cavalcanti].
9. “Excellent. My family think it is nice”[Elisângela Barros].
10. “My mother says this was the most important thing that I have ever 
done”[Fabiana de Almeida].
11. “They like me doing it”[Ivanise Gomes de Andrade].
12. “They enjoy the fact that I am dancing a typical dance of Pernambuco.
They think it is beautiful and good for me”[Karla de Albuquerque].
13. “They encourage me. I am not good enough, after 12 years practising 
frevo, I still want to leam more”[Natalia Lopes].
14. Tt was my family who encouraged me to dance” [Natalia da Silva].
15. They think it is beautiful. They like the fact that I get to know new 
places” [Rafaela da Silva].
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16. “My family are delighted to watch me dancing. I receive great support 
from them, and they like my dance style” [Wilson de Souza].
17. “They say that I have all I need to be successful. They encourage me 
and give me plenty of support” [Andréa Silva].
18. “My family is marvellous and support me as much as possible for me 
to accomplish my dream of being a dancer. When my dance is shown 
on television they are glued to the screen, so as not to miss a single 
step [Olivia do Nascimento].
19. “They like it because they used to dance as well, so they give me great 
support”[Leandra da Silva].
20. “They like it”[Maria da Silveira].
21. “My family give me great support and want me to follow a career as a 
dancer and passista” [Ana da Silva].
22. “If it was not for my family I would never be dancing”[Wellington da 
Silva].
23. “My family likes it. My sisters like it, everybody likes it. My father is 
Ae one who has never seen me dancing. In the beginning there was 
that barrier. During the carnival period, it was all right, but then, after 
the carnival... during the Sao Joao,{my father questioned;] ‘Ôxe [how 
come], why are you dancing frevo, boy?’, ‘where are you going, boy?'
I am going to the escolinha of frevo- I replied. But my father always 
left us free to choose what we wanted to do [Gil Silva]
24. “My family, in the beginning was against it but now they do not mind; 
instead, they give me a lot of encouragement, as they know that I have 
a talent for dancing” [José Ramos].
Five passistas replied that their parents react in a neutral or indifferent manner 
towards their frevo dance practices:
1. “Question mark. They’ve never seen me”[Luciano Carvalho].
2. “Nothing, because they do not experience it”[Glauce Lopes].
3. “They hardly know what is going on in my life, but they like dancing.
They do not interfere but neither do they help in anything: neutral 
[Johnny da Silva].
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4. “They think it is something normal” [Cintia Souza].
5. “My family do not interfere in my dancing because they know that I 
enjoy dancing. They do not like it but do not interfere, mainly because 
they can see that I earn some money from dancing. It can be a little or 
a lot but I always receive some cash” [Marcio do Nascimento].
Valdemiro Neto was the only one interviewed whose family really seems to dislike
the fact he is working as a frevo dancer and teacher, even though they [have to]
respect his decision. Miro explains this situation as follows:
“It is complicated. They don’t like it, but ... As I got tired of working in 
different places, not being recognised, and killing myself studying ...
My family thinks that [performing and teaching] dance is an amusement 
[for me] -  and to some extent, for those who like doing this, it is amusing.
They don’t regard [my dance activities] as work. They think to work 
means waking up at five o’clock in the morning, or even four o’clock in 
the morning and working until ten o’ clock in the evening, to receive what 
they receive: a minimum wage -  due to the low value given to workers [in 
Brazil]. Their work should be more respected, but it isn’t. All of a sudden, 
they can see that I am working part-time and receiving a better payment 
than theirs. I don’t know what they think, it is a little complicated, this 
issue”...
At this point, Miro explained that most members of his family only studied at primary 
school, and others had not even concluded secondary school. He also stressed that he 
IS an exception in his family, in this respect, as he has always enjoyed studying, and 
even regards himself as a studious fi'evo student.
MG: Do they encourage you?
VF: No, they don’t value [what I am doing]. They think I should not be 
working there [at the municipal firevo school] but somewhere else.
Mg . Do they pose obstacles or try to prevent you from dancing?
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VF: They don’t try to prevent me because I have always had a strong 
personality. For example, if you come to speak to me about 
something, I will listen and analyse it and if I understand that it is 
something reasonable, that [what you are saying] is good for me, then 
I agree and I will follow your advice. But if I think it is not good for 
me, then I won’t. I give an excuse and ‘remove my team from the 
pitch’. If they insist, I say: look, I do know what I am doing, and I like 
what I am doing. Because what is right for so-and-so may not be right 
for me... Then, as I was brought up basically without a father, only by 
my mother and aunts -  it was only much later that I had a stepfather -  
so I had a very free education, and I also had to leam how to make 
decisions in my life, from a young age. Because my mother had to go 
out to work and I had to be at home [on my own], to get ready, to go 
to school by myself. So, I had to make many decisions in life, and my 
mother always educated me for that.
My wife, the people in my family don’t say a lot because I don’t give 
them a chance, I say: look, it is not you who pays for my beans, for my 
clothes and my transport, you don’t give me anything so there is 
nothing for you to complain about. This is my life, and if I come to the 
conclusion in the future that I did something wrong, I am the one who 
will suffer the consequences. The children are very well, they do not 
lack anything.
MG: Does your wife encourage you?
VF: Not much. I think she would prefer to see me doing something else. She 
doesn’t like it, she thinks it will not work. ... Because most people want 
to see quick results, and I have learned in life that premature success 
doesn’t last long, you fall quickly. (...)
Look at the case of that Queen of Frevo, Safira, Nascimento’s former- 
student who studied there in the school for three months, and now is the 
Frevo Ambassador. I don’t know if you have heard about her, but even a 
giant puppet of her was made... This girl is ten to eleven years old; she 
became popular very quickly, but her premature success has already
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faded. It is not her fault, she isn’t to blame, but rather her parents, as they
were only concerned about her image and not with the whole structure.
That is why I always try to do my things within a structure, so that I can
progress slowly and gradually. I am not in a hurry
4.2.5. Views offriends concerning their frevo dance practices
In response to the question: what do your fiiends think about you being a passista?. 
Twenty one passistas interviewed said that their friends either think that to dance 
frevo is something good, entertaining, legal [cool], or that they actually enjoy and 
admire their dancing. Interviewees who are encouraged by their friends to follow this 
career are as follows:
1. “They like it and also want to practise frevo” [Cintia Souza].
2. “They think I am an artist and also that I’ve got all it takes to be 
successful in the future” [Maranique Silva].
3. “Something good”[Flaira Ferro].
4. “They like it so much that they even think of practising it as 
well” [Eduardo Arauj o].
5. “They think it is cool. Sometimes we invite them to come here to leam 
frevo too” [Elizângela da Silva].
6. “My cousins and my brother’s friends once saw me dancing and liked 
it very much, and said that I should continue”[Tamyres de Azevedo].
7. “Very cool. They say that frevo is ''massa'’ (nice) [Pensilvânia 
Cavalcanti].
8. “Very good and entertaining” [Elisângela Barros].
9. “Cool” [Fabiana de Almeida].
10. “They think it is "legaP [cool]. When they see me dancing they come 
fo me and say ‘congratulations, Marcio, you dance frevo very 
well’”[Marcio do Nascimento].
A CT IV  -Portraying the frevo dance school group  ^  lo
11. “They think it is cool. Sometimes they go to watch our frevo 
performances and like them, and everyone who comes too close to me 
ends up attending frevo dance classes” [Karla de Albuquerque].
12. “They think it is cool. Up until now, everyone who has seen me has 
enjoyed it, and said ‘you dance well, congratulations!’’’[Natalia 
Lopes].
13. “They think it is a good idea. Some of them also want to join in” 
[Natalia da Silva].
14. “They think it is wonderful, and they always ask me how I manage to 
reconcile the frevo with my other daily activities. I answer that the 
frevo that I practise is responsible for my everyday energy [i.e. makes 
me energetic]. Because frevo is also a therapy” [Wilson de Souza].
15. “They admire my garra [willpower, determination] and say that I will 
get there and accomplish my dream” [Andréa Silva].
16. “They think it is great, and because I am a passista they sometimes ask 
me to teach them some steps”[Olivia do Nascimento].
17. “They always say words of praise and that they would like to be a 
dancer as well, but they do not have the willpower”[Leandra da Silva].
18. “They like it and encourage me”[Maria da Silveira].
19. “They like it a lot and tell me to follow this career” [Ana da Silva].
20. “They encourage me a lot”[Wellington da Silva].
21. “My friends find it super cool. At least, most people that I know have 
always thought that I was a bit mad so they say: “you are in the place 
that you always wanted to be, aren’t you? because you are a bit 
mad”.... And they like it, they really do; they ask me if I have photos, 
and think it is very nice [what I am doing] -  stated Valdemiro Neto.^^
22. “When my friends from the university discovered that I danced frevo, 
they didn't have anything against it, but sometimes they tease me a 
little bit, other times they want me to dance for them. When there is an 
opportunity, I have danced with the boys for them, and they liked it.
This was in the Recifolia in 1997/1996, and soon after they 
commented with surprise: Gil, you dance frevo! I didn't know” -  
replied Gil Silva.^^
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Ivanise Andrade and Glance Lopes, stated that their friends think that to dance frevo
is something “normal”. Conversely, three respondents: Rafaela da Silva, Luciano
Carvalho, and Erika Silva, “do not know” what their friends think about the subject.
Lucilane Diniz did not answer this question. Two passistas mentioned that the
opinions of their friends were varied, or even disparate: “Some of my dance friends
like it, others criticise me; but people’s opinion does not interest me -  wrote José
Ramos; and Johnny da Silva took the opportunity to express himself as follows:
“Some [of my friends] think it is cool, and most think it is ‘cafonice ’ [old 
fashioned] to dance frevo. As they don’t know anything about it, they 
think frevo is something camivalesque. If people became aware, frevo 
dance could take, and still can take, another direction, because frevo is 
complete. It possesses a little of each dance. I would like people to see 
passistas as professionals, not as scoundrels, as a lot of people think they 
are. Frevo and passistas deserve respect for working in a professional 
manner. Frevo is the number 1 dance of Brazil.”
4.3. Passion and enthusiasm for frevo as a prominent characteristic o f the group
The passion and enthusiasm that the members of the frevo dance school group have 
for frevo dance in particular and for life in general might be regarded as one of its 
most prominent characteristics. It is impossible to know what comes first: their 
enthusiasm for life or their enthusiasm for frevo and other dances as well. But there is 
no doubt that they not only are lively and extroverted people but also authentic 
passionate frevo enthusiasts — as alluded to already (pages 128-130).
In this respect, it is noteworthy to recall that the refrain: a vida é maravilhosa [life is 
marvellous] was the favourite of the group, as I witnessed between January and
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March 2000. When they were travelling together, in special buses, to go to 
presentations, countless times someone would strike up the chorus by shouting out 
loud: A VIDA É ..., and the rest of the group answered rhythmically: MA -  RA -  VI 
-  LHO -  SA. If the bus journeys for a presentation at a nearby city or suburb took 
more than an hour or so, that was enough time for them to start singing, clapping and 
even dancing along the aisle of the bus.
Moreover, when in March 2000, the Escola Recreativa de Frevo Nascimento do 
Passo school group travelled to Rio de Janeiro specially to dance frevo in the carnival 
street parade of the Império Serrano samba school, most people were oveijoyed. Not 
only did they think that it was glorious to dance frevo in the Sambodromo, where they 
presumed that the chances for them to be shown on television to the whole of Brazil 
were great; but also because it was the first time that most of them had travelled by 
plane and to Rio de Janeiro. So, after the plane had taken off, it did not take very long 
for these lively people to transform the normally quiet atmosphere of the plane into a 
party-like mood. A few people won the sympathy of the air hostesses and got 
permission to visit the flight deck. As the news quickly spread, the aisle of the 
aeroplane quickly became crowded with passengers going back and forth, and 
queuing in front of the flight deck waiting their turn to have their picture taken with 
the pilot inside.
When the aeroplane landed at Galeao airport in Rio de Janeiro, after a two and a half 
to three hour trip, it was celebrated not only with enthusiastic applause, but also with 
singing. Moreover, when the whole group of passistas left the plane and walked (as 
well as leaped and jumped) along the airport corridors towards the baggage clai®
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area, a number of frevo de blocos were sung and danced. The refrain of Madeiras do 
Rosarinho, which says: ...Queiram ou nao queiram os jmzes, o nosso bloco é de fato 
campeao. E se aqui estamos cantando essa cançâo, viemos defender, a nossa 
tradiçâo, e dizer bem alto que a înjustiça doi. Nos somos madeira-de-lei que o cupim 
nao roi, [Whether the judges want it or not, our group is indeed the champion. If we 
are here, singing this song, it is because we came to defend our tradition, and to speak 
out loud that injustice hurts. We are of the finest wood that the termites can’t gnaw] -  
was sung over and over again.
As soon as we met the directors of the Império Serrano samba school, who came to 
welcome the Pemambucan frevo group at Galeao, they started to sing the new hymn 
of their samba school for the carnival 2000 -  and the frevo group immediately tried to 
accompany them, not only by singing and clapping, but also by dancing fi-evo and 
samba to the sound of samba rhythm as well. [Some of the episodes related above are 
depicted in the photos displayed on the next four pages].
Evidence of the passion that passistas of the Escola de Frevo Nascimento do Passo 
have for frevo dance is a recurrent type of behaviour that I noticed a number of times, 
on different occasions: once their responsibility for a particular frevo performance is 
over, they soon find another reason, or excuse, or place to continue dancing, either 
frevo or other dances. For example, after they have danced at the Arsenal da Marinha 
square on Sunday evenings jfrom around 5 to 7 o’clock, accompanied by a traditional 
frevo brass orchestra, it is normal to see a number of passistas of the group continuing 
to perform their unscheduled improvisational fi-evo dance performances in other spots
ACT IV  -  Portraying the frevo dance school group ^
on Rua do Bom Jesus, where quite often there is a band playing modem frevo songs 
with electric guitars, bass, drums and synthesiser, until late in the evening.
On 12 February 2000, the Escola Recreativa Nascimento do Passo dance group 
performed at the Gavôa hotel, in Igarassu (a nearby town about one hour’s drive from 
Recife). The prestigious five-star hotel offered the participants in a tourist event a 
special dinner that evening and it seemed to me that the frevo dance performance was 
meant to be a type of “cultural dessert”. After the children and adults of the frevo 
school group had been kept waiting in an adjoining area for about four hours, they 
were finally invited to come into the same area were the dinner party was being held 
and perform. I supposed that the dancers would not only be quite tired but also 
hungry. However, I was astounded to see, once their frevo performance was over, that 
a number of dancers continued to dance beautifully and creatively, in pairs, to the 
sound of other Latin rhythms -  until they were told it was time to catch the bus back 
to Recife.
4,3. Benefits and purposes o f dancing frevo
I believe that the main reason why these dance-lovers are also frevo enthusiasts is 
because they can find purpose(s) in what they do. Just as their frevo teacher, 
Nascimento do Passo, the amateur and professional passistas of his recreational frevo 
dance school group not only love dancing frevo, but also strongly believe in the 
artistic, therapeutic and cultural value of frevo dance. No doubt, the most talented and 
qualified passistas are exactly those who are constantly searching for, trying to 
improve and accomplish new things, which are at once desired and believed in.
Flying to Rio de Janeiro
March 2000
Safira saying hello to the pilot Roberto and Andréa
Swapping roles: Milena playing at interviewing researcher Maria Goretti
Gecelande Lopes (Landinha) Claudia (front) and Luciano (back)
Photos Maria Goretti
Arrival at Galeao Airport, Rio de Janeiro
2"“ March 2000
Luciano (front) and Miro (back) ‘falling into passo’
Photos Maria Goretti
Arrival at Galeao Airport, Rio de Janeiro
2"‘‘ March 2000
...If we are here singing this song, it is 
because we came to defend our tradition”. ..
Mestre Nascimento do Passo (above) and the Director of 
Império Serrano samba school (below) leading the singing
Photos Maria Goretti
Arrival at Galeao Airport, Rio de Janeiro
2''*' March 2000
Photos Maria Goretti
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4.3.1. Passistas^ appreciation o f  frevo dancing
It is true that the passistas interviewed value the experience of dancing frevo in 
different ways. However, it is also true that most of them regard frevo as a therapy, 
one of the most repetitive ideas that stood out in their answers to the questions: what 
do you like about dancing frevo?', how do you feel while dancing frevo and 
afterwards? being the belief that by dancing frevo one’s physical and mental health is 
improved. In other words, the dancer becomes not only physically fitter and more 
energetic, but happier and more satisfied as well. Moreover, fi-evo is also thought of 
as being good for developing one’s ability to think quicker and to improve one’s self- 
confidence and overcome inhibition. In response to the first question mentioned 
above, eight respondents highlighted the psycho-physical benefits they achieve 
through frevo dance practice:
1. “Among other things, the physical disposition that I attain”[Eduardo 
Araujo].
2. “It is good for me and makes me happy”[Flaira Ferro].“Because it is a 
therapy.
3. Everything [I like]: the sound, the melody, the steps” [Natalia da Silva].
4. “For what it provides in relation to my psycho-physical balance. Also 
because it is a wonderful dance” [Andréa Silva].
5. “Because frevo gives you more energy and you bum calories. I love to 
dance frevo from Pemambuco”[Pensilvânia Cavalcanti].
6. “Frevo gives energy to the person, it gives strength and takes away the 
person's laziness”[Ivanise Andrade].
7. “Because it is a dance in which you can’t keep still and, as physical 
exercise, it is wonderful” [Elizângela Barros].
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8, “Because frevo is a dance from Pernambuco which works on the person’s 
whole body”[Ana Claudia da Silva].
José Ramos said that he likes to dance frevo not only because it “works on all the 
muscles” of his body and because it “requires a lot of energy” at the same time as it 
“provides [you with] more energy”, but also because “it improves one’s general 
health and physical fitness and helps in developing the ability to think quickly.”
Gil Silva is totally convinced that by practising frevo, one may also acquire or
increase one’s self-confidence and thus become less inhibited. Moreover, in his
opinion, by being proficient in frevo dance, one also becomes adept at understanding
and practising any other dance rhythms. Gil relates his own experience as follows:
“I did not have any rhythm whatsoever. When the girls asked me to take 
Them to Das Pas Club or to any other dance club, I waited for that great 
moment: the slow music, when we did not have to do much, just lift our 
feet slightly on the floor. However, when that ‘great’ moment arrived, all 
the girls were already dancing with other guys with whom they were 
flirting. So, how could I dare interrupt them?; but that [situation] annoyed 
me. Because all the boys danced forro. There was an incredible guy who 
lived in the same street as me, who already did pirouettes with the girls, 
much earlier than the people start dancing today’s stylised quadrilha or 
forro. The girls loved that, and actually queued [to dance with him] ...
And I thought to myself: ‘I will never be able to leam to do that [with the 
girls], as I don’t have any rhythm at all’. When I went to the pagode, it 
was the same thing. I was not even able to dance a single step in any 
rhythm.
Frevo was the first dance in which I actually acquired some experience.
My arms were stiff, but as I started to attend the frevo classes, and to do 
the ‘balanço ’ [a frevo step that is characterised by the swinging of the
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arms], then I started to discover myself through the movement. I started to 
listen to the [frevo] music with the awareness that we must listen to music 
[in order to dance]. We have to dance in synchronisation with the music 
and do what the music asks you to do. So, I started to give some rhythm to 
my body, and to discover myself. Now I know I will not be ashamed 
[about my dancing] wherever I go. Now the girls [are the ones who] invite 
me to dance.
Nascimento says that ‘frevo is contained in all dances’ and this is really 
tme. Because later, wherever I went to a pagode, for instance, and saw 
the guys doing pagode choreography, I first observed what they were 
doing, and later on, I realised that I could dance it. I also started dancing 
forro that helped me a lot and people asked me: where did you leam all 
this waist molejo [suppleness]? Man, it was through attending frevo dance 
classes -  I replied. Frevo also made me fit. The girls sometimes got tired 
and I was the one saying ‘lets go on dancing’, and I actually achieved 
molejo. I am not 100%, but in comparison to how I was...
MG: Do you think frevo helped you to lose your inhibition?
GS: For sure, it helped me a lot. I became more confident in what I was doing 
If you dance for an audience, you must be confident, otherwise you g 
mixed up. When you dance frevo, you have to stop worrying about th 
public, whether they are liking it or not. This confidence that frevo dan 
provided me with was very useful for life. Quite often I meet people, 
saw me before [I started to dance frevo] and saw me after, who say. Man, 
you are different, I don't know what has happened, but you seem m 
self-confident. Frevo did help me a lot in my academic life too beca 
for example, in presentations at work, which are very formal and 
certain modes of behaviour that you must follow correctly, [such as] 
stuttering ... frevo helped me tremendously, particularly the experien 
dance presentations which was gradually incorporated.
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It is significant to perceive that no one regards frevo as a mere physical exercise, even 
though a great number of intervievrees highlighted that frevo dance practice is good 
for strengthening the muscles and providing stamina. Frevo dance is experienced, 
above all, as a display of aesthetically beautiful body movements that thrill not only 
the dancer but also the audience. The 9-year-old Tamyres, for example, says that she 
likes frevo dancing “because it is a pretty, physical exercise”; and the 12 year old
Karla also justifies her liking frevo with the statement that: “frevo is a beautiful
physical exercise that is good for you. The colourfulness of the costumes, the way that 
the passista dances, everything is beautiful”.
Four student-passistas justified the pleasure they feel in dancing frevo in terms of the 
thrill generated by frevo music:
1) “What made me want to dance frevo was the desire [to dance] that 1 
couldn't resist when frevo was played in the blocos, the trios, and 
during the Galo da Madrugada [Dawn Rooster] [Wellington da 
Silva].
2) “Because of the music that is very seductive” [Luciano Carvalho].
3) “The amusing sound of frevo emanates an energy that hurts and
caresses, forcing me to move” [Johnny da Silva].
4) “The rhythm and the steps” [Elizangela da Silva].
After highlighting the benefits of frevo dance, as a means of improving her wellbeing, 
Natalia Lopes stressed the compelling feeling of excitement that frevo music exerts on 
her. Natalia says: “Because it is a dance that makes you feel good. I cannot listen to a 
frevo song without becoming ‘mad’ about dancing to it.” Likewise, Cintia Souza also 
tell us about the sudden and irrational desire that compels her to dance frevo. K 
something that gives me a will, as if it was an impulse.”
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Frevo dance is also highly valued as an enhanced means of self-expression, for its
capacity to empower the dancer with a feeling of freedom  and independence, which
leads him or her to discover his or her creative way of performing the same set of
movements established by tradition. Valdemiro Neto, for instance, explained what he
likes most about dancing frevo as follows:
“What makes me enjoy dancing frevo is because frevo is something very 
unrestrained. You are free to do what you want. You don’t have to dance 
just as so and so is dancing. You are independent. Then, you are free to do 
exactly what you like doing. So, this is what makes me enjoy dancing 
frevo: because you are very liberated. Nobody is equal, nobody is an 
imitator. You develop your dance style and then make those movements 
that you like. This is what makes me like dancing frevo: the freedom of 
expression, you can throw your legs upwards, sideways, downwards. You 
set yourself free, not caring what so and so may say [about you].
There is not that type of judgement, which sometimes exists in other 
dances: ‘so and so moved their feet wrongly’, ‘that one is experienced, but 
the other girl over there danced badly because her foot should have been 
in that place but it wasn’t’. There is no such a thing with frevo. You leam 
the steps, then you discover your own way, develop your own charm, your 
style of dancing. We can see this from day to day. Look at the people 
there at the frevo school, nobody dances the same. We may even make the 
same movements, to stand on the tips of our toes, to turn the body 
sideways, but each one has his or her own charm, his or her own way of 
throwing the body to and fro. This is what frevo is to me: something 
independent.”
Valdemiro’s answer might lead one to think that, in his opinion, the amount of 
freedom enjoyed by passistas whilst dancing frevo is unlimited. Considering that he is 
3 frevo teacher and a passista who practises regularly, there is no doubt that he 
certainly knows from experience that, in order to be proficient, the passista needs to
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master a particular set of body movements and musical technique. In fact, total 
freedom to move is just a turn of phrase that is not validated by any improvisational 
dance practice — as will be demonstrated on ACT VI, sections 6.2.1 and 6.2.2. In fact, 
one needs to read beyond Valdemiro’s words in order to understand that what he is 
actually trying to say is that passistas are freer to move as much as they please than 
ballet dancers, for instance, are. It is also equally important to consider that, the 
feeling of liberty of movements experienced by passistas results not only from frevo 
being a improvisational solo dance, but also from the prevalent free-ftow  quality of 
frevo dance movements themselves -  as will be discussed in ACT VI. Moreover, 
Valdemiro’s statement that in frevo, “there is not that type of judgement, which 
sometimes exists in other dances: ‘so and so moved their feet wrongly’”..., should not 
be understood by the reader as if, in frevo, there are no right or wrong parameters of 
movement execution. Because what he is trying to stress is simply that, in frevo 
presentations, the evaluations of the performances are not concerned with the same 
rigid canons adopted in the appreciation of other dances, such as the ballet, for 
instance.
The fact that in every frevo dance class passista-students are encouraged to improvise 
as much as to watch their colleagues improvising shows that passistas are being 
trained not only to enjoy watching frevo solos performed by their colleagues and to 
be appreciated by spectators, but also that they practise regularly in order to attain 
certain desirable skills -  as will be shown on ACT V -  Teaching/learning how to 
dance frevo. The fact that most interviewee were capable of telling me, in words, 
which good qualities a qualified passista must have, is further evidence that they do
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have some aesthetic values about frevo dancing, and thus are capable of discerning 
between what is admirable and what is inadequate or incorrect in frevo performances.
I agree with Kealiinohomoku’s statment that in all dance cultures “some form of 
evaluation^  ^ of dance occurs on some level, no matter how minimal, and this is true 
especially when observers are present”. And I also concur with Kealiinohomuku’s 
idea that “in many cultures, positive criteria are not formulated as rules, but this is not 
to deny the presence of canons of taste”(1976:130). A similar point of view is shared 
by Anya Royce, who states that “all people with a tradition of dance performance” 
have “a body of aesthetic values about the dance; that is, they make judgements about 
what is good and what is bad and why” (1977:82).
4.3.2. The feelings fo r  frevo experienced by passistas
The feelings of freedom, happiness, satisfaction and wellbeing appear in the majority 
of interviewees’ answers to the question: how do you feel while dancing frevo and 
afterwards? These positive sensations are overtly expressed in at least 19 cases:
1) “I feel great during and after” [Maranique Silva]
2) “Very happy and satisfied.’’[Flaira Ferro]
3) “During well, and afterwards even better” [Erika Silva]
4) “I feel happy”[Elizângela da Silva].
5) “It is a good sensation. I feel as if I knew how to dance frevo very 
well.” [Tamyres Azevedo]
6) “Well”. [Elizângela Barros]
7) “I feel better than before, because besides being a dance, frevo is also 
a therapy” [Fabiana Almeida].
8) “Cheerful. A good sensation of moving to the sound of frevo, because 
I know that frevo is a therapy, it is energy. [Marcio do Nascimento]
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9) “I feel weU”[Ivanise Andrade].
10) “Well, well, well. I like to dance not only frevo but also several other 
types of dances, because I feel I gain a clean, revitalised soul”[Natalia 
Lopes].
11) “Frenetically well. Before, during and after”[Glauce Lopes].
12) “I feel very well during and afterwards because I am doing what I 
like” [Olivia do Nascimento].
13) “I feel very well. I know that frevo is good for my body and soul -  in 
spite of feeling a little tired [after]” [Leandra da Silva].
14) “I feel a very happy person; it was through frevo that I managed to 
join other dance companies” [Ana Claudia da Silva].
15) “Very well, a bit tired afterwards”[Wellington da Silva].
16) “A sensation of freedom, energy and happiness. Pure adrenaline, 
although with a lot of responsibility”[Lucilane Diniz].
17) “Very well. When I am dancing I feel like a little bird flying into 
space” [Cintia Souza]
18) “I feel well. I feel in another world”[Karla de Albuquerque].
19) “I feel super free. I try to feel free and [at the same time] to do what [I 
know] the public likes, but also in accordance with my desire. (...)
The public likes it when you convey energy and happiness and smile.
Most of the people applaud because of the energy that the passista 
transmits ... and you achieve this when you are in harmony with the 
music: mind, body, soul, everything. Then you radiate energy to the 
audience and they applaud and [sometimes] want to dance with you” 
[Valdemiro Neto].
The manner in which six passistas related the psycho-physical sensations interrelated 
with their experiences of dancing frevo makes it sound as if they had indulged 
themselves in such a pleasurable activity that they feel as if they have never had 
enough:
1. “[During] I feel that my body bums with an inexplicable pleasure, and
afterwards I wish to dance more” [Andréa Silva].
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2. “I feel excited while I am dancing, and afterwards I feel the desire to 
continue dancing” [Wilson de Souza].
3. 1 feel well in all senses; cheerful, with the desire to dance. When it 
finishes, I feel that I want to dance more”[Natalia da Silva].
4. “I feel very cheerful and pretty but sad when it is over”[Rafaela da Silva].
5. “I feel energetic and happy, and after I have stopped dancing, my wish is 
to keep on dancing. [Sometimes] I arrive tired from work, [but if] I begin 
to dance frevo the tiredness disappears, I become eager and relaxed. 
[Maria da Silveira].
6. “Before, I used to feel nervous, but today I am more confident. Today 
when I am dancing I forget about everything, and let the sound dictate the 
step, which comes from within. Later, I feel exhausted and, at the same 
time, want to dance more”[Johnny da Silva].
In a similar manner, having said that at the end of every performance he feels that he 
has acquired more experience, the professional passista José Ramos added: “and I 
want more afterwards.”
In response to a similar question, Luciano Carvalho simply wrote the word “Music”, 
perhaps in order to say that, while he is dancing frevo, he feels at one with the music. 
Eduardo Araujo described the feelings caused by frevo dance in terms of a 
pleasurable physical sensation of “the whole body in ebullience;” and Gil Silva gave a 
more detailed explanation of the inexplicable feeling of glory, satisfaction and 
fulfilment that he and other professional passistas may feel as well when they receive 
applause for having succeeded in showing the audiences the wealth of frevo’s 
uiovement vocabulary, as a favourite frevo song was rhythmically interpreted through 
body movements:
“When I am dancing to frevo music that I like, such as “Relembrando o
Norte” [Remembering the North], Làgrimas de Foliâo [Reveller’s Tears],
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which are orchestrated (...) and touch me -  and I think this can happen 
with any passista: when s/he actually transmits the feeling of that music 
and the audience applauds, s/he feels glorious. The passista reaches his or 
her peak. It is without words. Especially if s/he is showing the wealth of 
frevo in terms of movements, body manoeuvres, interpretation and 
knowing how to listen to the music. Frevo dance helps you a lot to 
discover [how to move in] all sorts of rhythms”.
It can be said, in conclusion, after having considered what passistas like about the 
experience of dancing frevo and how they feel whilst dancing frevo and afterwards, 
that the value they give to frevo dance practices is immense and manifold. The 
pleasure of dancing, the liberating role of passo, whether as a means of self- 
expression, relaxation or transcending reality, are amongst the main ideas emphasised 
by the respondents.^"  ^ The purposes for which the passistas interviewed dance frevo 
are basically threefold: entertainment, therapy and art. No doubt, for the vast majority 
of the group, frevo is experienced as a pleasurable (entertaining) activity. This does 
not mean, however, that frevo dance is enjoyed as an entertainment for its own sake, 
because practitioners also believe in the (therapeutic) benefits that will be achieved 
through this enjoyable type of kinaesthetic practice, which also is a display of 
aesthetically beautiful (artistic) body movements. Moreover, they also believe that, by 
becoming fully proficient in frevo dancing, the passista is apt to understand, leam and 
interpret any other dance movements and rhythms (even from different cultures) 
much quicker than s/he would otherwise.
I n  t h i s  r e s p e c t ,  A n g e l o  M a d u r e i r a ’ s  o p i n i o n  c o u l d  b e  t a k e n  a s  a n  i n v a l u a b l e  e x a m p k ,  
a s  h e  s p e a k s  f r o m  h i s  o w n  e x p e r i e n c e .  A n g e l o  b e g a n  t o  d a n c e  B r a z i l i a n  f o l k - p o p u l a r  
d a n c e s  a t  a  v e r y  y o u n g  a g e  a n d  c l a s s i c a l  b a l l e t  o n l y  w h e n  h e  w a s  18 y e a r s  o l d .  H e
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believes that “the ease” with which he learned classical ballet was mainly because of 
his previous experience with Brazilian folk-popular dances in general and frevo 
dancing in particular. Angelo explained that when he began to attend ballet classes, 
his musculature was already well developed and strengthened from the popular 
dances, so he had to “re-educate his body for classical dance”. When I asked him, “do 
you think that different dance techniques may conflict with one another”, he replied: 
“Look, there are different forces [in different dances]. The force used in popular 
dances is more explosive, whereas the force used in classical ballet is more sustained 
... But, it does not mean there is a conflict.” Angelo also clarified that when he began 
attending ballet classes, his musculature (leg rotation) was already very open and 
flexible, which was an advantage for him. He also pointed out that he had great ease 
in performing pirouettes and any ballet steps which required an impulse. He says: 
“The [folk] popular dance gives you an extraordinary ability to generate impulse. 
When I started classical, people said to me: ‘How can you do that, if you have never 
done ballet before?’ But I have done popular dances since I was a child - 1 replied.”
If on the one hand Angelo found it very easy to perform most grand aerial movements 
(leaps and jumps) and pirouettes, on the other he acknowledged that his main 
difficulty was with the fast petit steps which are part of the allegro, because in popular 
dajices, the dancers do not “use the tips of the toes much, we don't stretch out the foot 
a lot or use the demi-plie” — he concludes.
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5,1. The 50 year project frevo in the feet* by Mestre Nascimento do Passo: 
principles and objectives.
The idea that frevo is a multipurpose dance, I believe, sums up the most fundamental 
principle of Nascimento’s teaching method. In this respect it is worth recalling that I 
once asked Nascimento: “Do you think that frevo is more a therapeutic dance, or is it 
a dance to be shown to, and appreciated by the public, or is it a dance mostly 
performed to have a good time during carnival?” Before actually telling me anything 
about what I had just asked him, Nascimento first remarked: “Now, you have asked 
me a very good question!” Then, he continued: “Look, I think that Pemambucans 
should regard frevo as worthy of being in all these parts;”  ^ or, in other words, of 
performing all these functions.
I have also noticed that, whenever he has an opportunity to speak publicly, 
Nascimento quite often emphasises the multiple functions, cultural and artistic values 
of frevo dancing, by re-stating the ideas summarised in the second verse of the hymn 
he composed, decades ago, for his frevo dance classes, and which continues to be 
very popular among the members of his frevo dance school group. The song, entitled 
Coisa Pernambucana [A Pemambucan Thing], says:
^ste entrançado que o passista fa z  no pé, This twisting that passistas in Pernambuco do
Pernambuco, fa z  homem e mulher. with their feet, is done by men and women alike
é, é, no calcanhar e na ponta do pé. Yes, with their toes and heels.
ft é, é, no calcanhar e na ponta do p é  Yes, with their toes and heels.
Frevo é arte, cultura, beleza. Frevo is art, culture and beauty
P coisa da natureza pernambucana. It is something from the Pemambucan nature.
pique, é energia, saude, It is speed, energy, good health,
Stnastica, e terapia; physical exercise and therapy;
^ alegria, vida-longa. It is happiness, long-life,
coisa sensacional It is something sensational;
vida-longa, It is joy, long-life,
^xplosao no carnaval. an explosion in carnival.
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The therapeutic value of frevo dance is also claimed in the one-page text entitled “The 
Ten Commandments of the Passo Law”, by Mestre Nascimento, which says, among 
other things, that “Passo, the accompanying dance for frevo”, is an exercise which 
develops not only the five senses of the individual: sight, hearing, touch, taste and 
smell, but also reasoning as well. According to the same document, through practising 
frevo dance, nne acquires more “logical intuition of the reality of life”; one will also 
leam how to generate more love and affection; thus, one will perceive reality with a 
loving, affectionate frame of mind. Moreover, frevo dancing is a useful method for 
cleansing the mind of negativity and obstmctions; and by learning how to dance it, 
“one leams how to get more energy for life”; thus increasing the possibilities of 
having a longer life span. This might explain why Nascimento’s fifty year project 
frevo in the foot was also called “The Long-Life Course”.
In the mid-1990s, prior to the foundation of the Escola Municipal de Frevo,
Nascimento distributed among his students The Long-Life Course syllabus printed on
three-pages and which reads:
“Mestre Nascimento do Passo is 58 years old and still teaches. He 
practises frevo 365 days per year and says that he has found in frevo 
dancing the source of a long life. By dancing frevo you will release 
nervous tensions and will find more strength in yourself to face the daily 
routine with a lot of beauty and good health. In this time of ‘plans’^ , those 
who participate in the Escola de Frevo Recreativa Nascimento do Passo, 
invite you, your family, and friends to make a LONG LIFE PLAN, 
through Mestre Nascimento do Passo’s teaching method.”
The aims of Nascimento’s frevo school, the objectives of his frevo dance course, and 
the learning outcomes are also outlined in the frevo course programme. According to
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this document, the main objectives of those who work for the Escola de Frevo 
Recreativa Nascimento do Passo, are as follows: 1) to explain the origins of carnival 
and frevo, and to highlight frevo music and dance as the high point of Pemambucan 
carnival; 2) to sing and to dance some frevo songs, and to become acquainted with the 
work of frevo composers past and present; 3) to leam the various types of frevo dance 
steps that distinguish frevo from other dances, and 4) to understand why frevo is the 
carro-chefe [flagship] of Northeast Brazilian [folk] popular music and dance.
The sub-section entitled “A Systematic Introduction to Mestre Nascimento do Passo’s 
Method” explains to the reader that his method is “a new formula for reviving and 
promoting the number 1 dance of Pemambuco”. Here the multiple benefits achieved 
through frevo dance practices can be seen highlighted once again. It is argued that “to 
leam frevo dance through the Master's method is, above all, “to live the art” [of 
frevo]; because the educational frevo dance activities are based on the belief that 
“through the art, and within the art, students are enabled to develop their own forms 
of dancing frevo, because everybody has the capacity to develop his or her own 
creative nature.” Nascimento’s teaching method is defined as an “art educational 
activity,” and one of the major objectives of his course, according to the document, is 
“to increase students’ perception of reality, enabling them to capture its aesthetic 
aspects as well”. It is also stated that “it is not any art teaching method that develops 
the individual’s general creativity. But, with all certainty, we know that Master 
Nascimento's method enables any person to dance passo.”
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Furthermore, it is also explained in the course syllabus that “when the therapeutic 
energy of frevo dance takes over the human body, the body begins to respond and all 
evils -  such as mental blocks, paranoia, afflictions and wounds -  disappear”.
Although stated in capital letters, on the front page: “FREVO IS NOT CARNIVAL; 
FREVO IS THERAPY”, the Long-Life frevo dance course is also addressed to those 
who intend to hrincar carnaval. In this respect, it is written that: “everyone wants to 
pular carnaval, however, in order to do this, one needs plenty of good health;” or in 
other words stamina, which will also be attained by those who attend frevo dance 
lessons. At this point, frevo is called “Northeast Brazilian aerobics'', and it is 
emphasised that its practice “strengthens the muscles, thus avoiding lumbar and bone 
pains and prevents flaccidity, cellulite and obesity as well as acting against “arterial, 
vascular, cerebral, uterine and urinary imbalance and occasional or hereditary 
illnesses such as asthma, influenza, bronchitis and menstrual imbalance.”
5.2. The *frevo4n-the-feet* course structure
Nascimento’s teaching method has undoubtedly undergone constant improvement 
over the years, even though its structure has remained almost unaltered. The course 
structure is subdivided into two main parts, which are practised sequentially in every 
class: the first is based on the imitation and repetition of frevo steps, whilst the 
second is fundamentally creative and improvisational.
During the first part of the class, the students practise what Nascimento calls 'the 
basic frevo steps”, which are a fundamental part of his teaching method. The number
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of steps which make up his method has gradually increased over time: from ten., in the 
1980s (as I was able to witness in 1985 when I first attended his frevo dance classes in 
Olinda), to thirty in the early 1990s and forty at the middle to end of the 1990s. The 
forty basic frevo steps that currently make up Nascimento’s teaching method, and 
which are meant to be practised regularly on both sides: right and left, by all passistas 
regardless of gender,^ age, or dance experience, are as follows:"^
First Part: warm-up
{.Balança 
l.Remador 
'i.Boneco de Olinda 
A.Manivela
S.Catavento 
6Abanador 
l.Bico de Papagaio 
^.Lavanca
9.Chutando com ape'
10.Metro de Superficie
Second Part:
W.Maganeta
12. Base
13. Sobe em ritmo
14. Swing nos ombros
15. Onda do passo
16. Sad Pererê
17. Ponta-de-pé/ Calcanhar 
IS.Trocadilho
19. Pontinha de pé
20. Pontilhando
Third Part:
21. Chapa quente
22. Chutando defrente
23. Chutando de lado
24. Muganga
25. Abrindo o leque
26. Folha Seca
Ti. Passa-passa em cima
28. Passa-passa em baixo
29. Rà eletrizada 
^O.Carrossel)
Fourth Part:
2>\.Tesourao
32. Gaveta
33. Faz-que-vai mas-nao-vai
34. Serrate
35. Banho-de-mar pra frente
36. Banho-de-mar pra trâs
37. Guerreiro
38. Rojao
39. Abre-alas
40. Pernada
The fact that the basic frevo steps were subdivided into four parts in the leaflet that 
Nascimento handed out to his students, does not mean that a pause or interval 
between these parts should necessarily occur. In one single class, the teacher may go 
through all forty steps uninterruptedly, or s/he may concentrate on the practice of just
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a few of them -  this will depend on the capacity of the group, and their general 
disposition or mood on that day.
The students spread themselves out spatially in the room to warm up, normally facing 
the mirror which is placed in one of the walls of the dance room. The teacher 
normally leads the group by performing the selected sequence of 40 moves in front of 
the group, and everyone just imitates and repeats what s/he is doing. The order in 
which the sequence of the basic frevo steps are practised in the warming up part of the 
class may also vary slightly, from one class to the other or from teacher to teacher. 
Generally speaking, however, teachers and students seem to be quite satisfied in 
following the order in which the selected frevo steps which comprise Nascimento’s 
teaching method are organised.
Now and then, the frevo teacher may also invite a student to lead the group -  while 
s/he normally stays to one side, either just dictating the name of the steps to the 
student-leader, or simply watching the student performing the role of a teacher. By 
having this opportunity regularly, the student-passista not only becomes more 
confident and uninhibited about what s/he is already capable of doing, but also ends 
up learning how to teach as well. Indeed, Ramos, Miro, Gil and other frevo teachers 
who currently use Nascimento’s method learned how to teach frevo dance by 
practising it in this way. As Ramos stated: Nascimento encourages the student not 
only to dance but also to leam how to teach frevo as well.^
Each frevo teacher certainly has his or her own style of transmitting the same 
knowledge through the same teaching method. However, I have noticed that there is a
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general tendency among all of them to start the class using ffevo-de-bloco songs 
which are slower than the frevos-de-rua -  this is not only to facilitate the correction of 
lines and body postures, the placing of the feet, and so forth, but also prevents 
students from tiring too quickly. Occasionally, the frevo teacher may also decide to 
start the class with no music at all. Now and then, the frevo teachers may also, 
introduce a few frevo steps -  such as plantando mandioca, ligadura, râ eletrizada, 
among others -  which are not part of the agreed method, and that strictly speaking are 
not basic frevo steps, as they are more difficult to perform.
It is significant that no one seems to feel the need to do warm ups before the class 
starts. The fact that the eleven basic frevo steps practised during the first and the 
second parts of the ‘frevo in the feet’ teaching method -  such as: Balança, Remador, 
Boneco de Olinda, Manivela, Catavento, Abanador, Lavanca, Maçaneta, Base, Sobe 
em Ritmo, Swing nos Ombros -  were actually either created or discovered within 
frevo dance itself, might explain why these moves seem to be more effective and 
suitable for a frevo warm up than any other movement sequence; and also why 
students who follow Nascimento’s method seldom use -  if ever -as any other 
sequences of moves to warm up their bodies prior to the frevo dance classes.^
T h e  s e l e c t i o n  a n d  c r e a t i o n  o f  f r e v o  m o v e s ,  w h i c h  a r e  u s e d  p a r t i c u l a r l y  b y  
N a s c i m e n t o ’ s  f r e v o  d a n c e  s c h o o l  g r o u p  a s  w a r m  u p  e x e r c i s e s  n o t  o n l y  i n  t h e  c o n t e x t  
o f  f r e v o  d a n c e  c l a s s e s  b u t  a l s o  i n  t h e i r  f r e v o  p e r f o r m a n c e s  t o o ,  i s  o n e  o f  t h e  m o s t  
o r i g i n a l  c o n t r i b u t i o n s  t h a t  N a s c i m e n t o  ( a n d  h i s  c l o s e  p u p i l s )  h a v e  m a d e  t o  t h e  
t e a c h i n g / p e r f o r m i n g  f r e v o  f o r  n e w  g e n e r a t i o n s .
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The renowned passistas of the past, such as Coruja and Egidio Bezerra had not yet 
recognised the need to select the matrix frevo steps and organise them in an sequential 
order,^ so they did not leave any method facilitating the gradual process of 
teaching/learning frevo dance -  which conversely is Nascimento’s main concern, as a 
frevo teacher. The renowned passistas and frevo teachers that were teaching passo in 
Recife, in the mid/end of the 1990’s, used as warm up exercises, in their frevo classes, 
some sequences of stretching exercises that are adopted in physical education, ballet 
and other dances, including the Brazilian folk-popular dance. In both cases, it seems 
that the warming up and the moment of practising/dancing frevo do not quite mingle 
or were different in terms of mood and style.^
In spite of having stated that the forty basic sequences of moves, which currently 
make up his method, “were extracted from the classic and authentic traditional frevo 
steps”, Nascimento, I believe, went beyond the selection or ‘extraction’ of frevo steps 
established by tradition. In fact, Nascimento and his closest pupils have actually 
excavated the deepest roots of frevo and nurtured them with great creativity; so that 
these roots grew deeper and multiplied. They have not only created/discovered moves 
from within the frevo lexicon of moves, but also borrowed some moves from other 
sources -  such as capoeira or dance aerobics, for instance -  which were recreated and 
readapted to the frevo dance context. In short, one can see that the basic ‘new’ frevo 
moves, which are used during the first part of the frevo dance classes and 
performances, not only warm up the body but also already set the mood, the artistic 
content and movement style of frevo dance itself.
ACT V - TeachingAearning how to dance frevo
By practising the basic moves of the passo movement vocabulary, the students not 
only warm up and strengthen their body muscles, but also gradually embody the frevo 
dance technique, thus becoming more and more trained and inspired rhythmically to 
perform their improvisational frevo dancing solos -  which occur in the second part of 
the dance class. As Nascimento points out, it does not matter if the student is a 
newcomer, or already is a professional passista, everyone needs to practise these 40 
basic steps regularly, in order to strengthen specific body muscles, and subsequently 
acquire the physical agility, elasticity and other important skills, which are required to 
dance frevo. By way of analogy, this is also the case in the ballet world, as 
professional ballet dancers never stop practising the basic steps, such as the grand plié 
or the battement tendu even when they have already become fully accomplished 
professional dancers.
The importance of learning the basics in frevo is stressed by teacher José Ramos, as 
follows:
“I think that what is important is for you to leam the basics first, so that 
the muscles of the knees and heels and tendons are strengthened; and the 
dancer becomes able to perform the very difficult steps, such as tesoura 
no ar, coice de burro and so forth, which demand a lot of muscular power.
It means that for you to acquire the frevo technique you must have learned 
the basics. What are the basics? They are the whole first part of the class, 
which is also when we do our stretching exercises.
(...) Because what I think is: for you to leam how to walk, you first need 
to leam how to crawl, or to know the ground. Then, you won’t want to 
give a jump without knowing how you will land, without knowing how 
this should be done. Otherwise, you’ll have muscular problems, aching 
tendons and knees, tomorrow.”
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Ramos believes that, once the person has strengthened the muscles, the more 
challenging and difficult jumps will come naturally. However, as he points out from 
experience, there are students who, as soon as they start attending frevo classes, want 
to leam how to do the passa-passa at a lower level and which, according to his 
opinion, “is a step that demands a lot of lightness and technique” to be performed. 
Having said that, Ramos adds; “Everything that is related to frevo dance, you have to 
train a lot”.^
The importance of prior training, and the need for the passista to acquire a technique
that is specific to passo were also emphasised by the professional dancer and
renowned passista from Recife Angelo Madureira. Peu, as he is artistically known,
also took classes with Nascimento and praises his teaching method. Peu understands
that passo technique is very complex, therefore anyone who wants to become an
outstanding passista must practise daily. In this respect he says:
AM: I began to observe in classical ballet that the girls who lift their legs up here [he 
lifts his arm], and have a centred body axis, and all that flexibility, began to 
attend ballet classes when they were small girls. That is why it is now so easy for 
them. Similarly, in frevo dance, we should not start with difficult, but easy, steps. 
We have to begin slowly and introduce a little bit more, a little bit more day by 
day. In this way, one day you look at yourself and you’ve already tumed into a 
great passista, a great dancer, understand? This is exactly what happens in 
classical ballet. It is the physical conditioning; it is the repetition of those 
movements that gives you the strength and the whole technique. And what 
happens in frevo is that most people don't have the technique because they dont 
practise. People don't develop because they don't practise.
MG: You mean that they don’t practise all year round?
AM: Yes, I mean, to do one hour of passo class per day, for example. Because a 
person who is thinking of being a ballet dancer must do at least one hour o f ballet
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class per day. In frevo, many people leam a step here and another step there and 
think that they are already dancing frevo. Then, this [awareness or ambition] is 
what is lacking. That is why people don't believe in the frevo technique because 
they don't practise. But, I think that to some extent I have made my contribution 
by showing people [by my own example] and telling them: look, if you want to 
dance frevo well, you will only get there if you practise. Everything is subject to 
physical conditioning. You cannot perform the somersaults gymnasts do, for 
instance, out of ‘madness’ because you know that you’ll be injured. You have to 
start working, and working to get near to what you want. In the dance it is always 
like this, don’t you think? We are never satisfied with what we have achieved. 
People can say that we are good, that our work is wonderful. But the dancer 
always thinks that something is lacking. And this is what is so good about dance, 
you are always searching for something extra. You are always competing with 
yourself. You are always wanting more, and more. This is very important, I 
believe.
As can be seen in the passage above, and from the perspective of an outstanding 
passista and ballet dancer, frevo dance technique is as complex, difficult and 
challenging as ballet dancing. In other words, in both dance worlds the accomplished 
dancers are the ones who have embarked on a steady, long-term course of dance 
practice and have also exerted some extra effort, motivated by the ambition to 
improve ad infinitum.
Differently fi*om what happens in the ballet world, however, Nascimento’s frevo 
teaching method and his frevo dance courses have never been addressed to or divided 
into specific levels: beginners, intermediate, or advanced. In March 2000, the frevo 
classes available at the Escola Municipal de Frevo had still not been classified by age 
nor by level of frevo dance experience. In this respect, I commented to Ramos: “I 
noticed that there were several people of different ages, and distinct levels of dance
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experience attending the same frevo class; does that mean that anyone may attend any 
class they want?”
JR: Yes, I am having difficulty [with that]. Why? Because the boys who are arriving 
now are very inattentive, and they are mixed with adults and teenagers who 
already have a better head to think with... This is a hindrance. I will wait a bit 
longer to speak with the director, and suggest that she opens a special class just 
for the children and the teenagers can stay together with the adults.
Ramos thinks that the frevo classes should be divided by level and age, because there 
are adults who feel embarrassed practising frevo together with the children and 
teenagers.
Quite often there is a brief pause (between 5 to 10 minutes) for students to drink some 
watef and to relax a bit, before the creative and improvisational section of the dance 
class starts. The hottest frevo songs are normally played during this second section of 
the dance class, with the intention of inspiring and instigating the participants to 
dance. Even though the students are now expected to perform frevo moves as freely 
as they please, it is normally the teacher who invites the students, one by one, to go to 
the centre of the room to dance their frevo solos, while the rest of the group remain 
watching, either passively, or actively with clapping, whistles and cries. I have 
noticed that this is more likely to occur during the Saturday afternoon classes, which 
are attended by the specific group of the frevo school and in which the feeling of 
togetherness is greater than in the other classes held throughout the week. This means 
that, even though the passistas are training seriously and hard, the joyous spirit of 
entertainment prevails.
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Generally speaking, I have also noticed in other frevo classes in which the number of 
beginners is greater that while someone is dancing or waiting his/her turn to dance, 
there is no judgmental atmosphere preventing students from trying to display publicly 
whatever they know or are capable of doing. It does not matter if all they know are the 
easiest steps or if they can do the more difficult and challenging ones, the teacher and 
the friendly audience is normally there to support and to encourage every dancer, as 
much as to leam from him or her.
In fact, it became evident through analysing the interviewees’ answers to the question: 
Do you compare yourself to other passsistas? I f  so, how?, that a number of passistas 
not only acknowledge the differences between them, in terms of dance technique and 
interpretation, but also value these differences greatly. Paradoxically, however, there 
is also a widespread belief among the group that in frevo everyone is equal, because 
everyone has his or her own particular way, or charm, of interpreting/performing the 
same set of frevo movements established by tradition. This might explain, in part, 
why a number of passistas think it is inappropriate, or incorrect to draw comparisons 
between frevo dancers. Ramos, for instance, who was regarded as one of the best 
passistas of the group by 12 interviewees, denied that he compares himself with others 
by saying: “No, [I don’t compare myself with other passistas] because I am not better 
than anyone else.” Conversely, Elisângela Barros, in response to a similar question, 
answered: “Yes, I compare myself with other dancers, because I think we are all 
equals”. Elisângela’s seemingly contradictory answer, in fact, sums up the reigning 
democratic spirit of frevo dancing, which not only encourages unique interpretations, 
but also embraces and celebrates the creative contribution of each individual.*^
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The reigning egalitarian spirit in frevo might explain why it is that
indtation!competition in frevo dance acts more as a focal point which unites the
group rather than dividing it. This issue was tackled by Ramos, who says:
“If I see you doing a step that is beautiful, I will tiy to do it too. ...it may 
be that I perform the same step as you, but better, and other people may 
also want to copy you just as I did. So what I want to say is that this is the 
tendency', one wants to show what one knows, so that other people can 
imitate it. In this way, it is not only the passista but also frevo dance itself 
that wins, doesn’t it?”
Ramos also emphasises that the student-passistas are encouraged to pay 
attention to what other performers are doing -  whether s/he is dancing or not; 
they should be observing those who are dancing. As he says, one performs a 
step that someone else likes, then the next one imitates him or her. It is normally 
by ttying to reach, or to go beyond the limits which a more qualified passista 
has already attained that passistas may improve their own dance performances; 
or discover new ways of performing a given step, or occasionally create a new 
one. Ramos not only sees imitation/competition in a positive light, but also 
explains that this is a necessity that keeps frevo dance alive and evolving. He 
explains:
“Look at the case of Flaira. ... she arrived not very long ago, and she has 
devoted herself a lot to frevo dance. So wherever she performs, she does it 
beautifully. Then, other girls started wanting to imitate her. But to imitate 
does not put anyone down, because the one who ends up gaining from this 
is Flaira, as she may beat the girl who is challenging her and become even 
better than the others.
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So this is the need o f  frevo dance. You see, I dance very differently from 
some boys. I help them, of course, because I think nothing will remain for 
ever. Maybe tomorrow I will not be dancing anymore. But whatever I 
know I will pass on to other boys. And whatever they want to leam I will 
teach them, so that they can also do what I am capable of doing, or even 
become better than I am at present, modesty apart.”
In conclusion, the second half of the frevo classes, according to Nascimento’s 
teaching method, performs three major functions. It creates a environment conducive 
to students’ creative embodiment of the frevo dance technique -  i.e. the dance 
technique is put at the service of the dancer’s creativity; it stimulates and enhances the 
students’ sense of observation/appreciation of the frevo dance moves performed by 
other dance colleagues; and it also instigates the passistas’ need to discover/create 
new movements. By observing, appreciating and imitating how more experienced 
frevo dancers perform, the student-passista tries not only to reach but to go beyond 
what the most qualified passistas have already achieved.
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6.1. Making sense o f passo's choreographic codes and conventions
6.1.1. The street-carnivalframe.
According to Foster’s ideas, the observation of the frame or the series offrames that 
defines the context of the dance is crucial to understanding the nature of the dance 
event. This line of investigation encompasses the analysis of the actual physical space 
where the performance occurs, and also how the dance is advertised or approached in 
newspapers, magazines, posters, invitations, radio, television, programme notes. For 
the purposes of this study, I will examine the possible ways in which the social and 
physical environment of street carnivals might have inspired or moulded not only the 
name chosen to identify frevo dance, but also some aspects of its choreographic 
features. This line of inquiry is based on the premise that the environment of the 
mover to a certain extent influences the forms and contents of movements.
A remarkable illustration of how the physical spaces where a dance is mostly 
performed may influence and inspire a dance style, its technique and movement 
vocabulary can be illustrated with the case of ballet. In the sixteenth and seventeenth 
centuries, the French court ballets were presented “in large chambers with most of the 
audience seated on tiers or galleries on three sides of the dancing floor”. Since “the 
majority of the spectators viewed the performers from above, most of their attention 
was focused on the ‘figures’ of floor patterns traced by the dancers as they moved 
about”(Au 1997:11). Ballet at that period therefore was a kind of “geometric 
combination of many people dancing together” -  as Balthasar de Beaujoyeux has 
described it (cited in Garaudy 1980:31). During the late seventeenth and early
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eighteenth centuries, however, ballets began to be presented in Italian theatres, and 
appreciated from a new perspective. As a result, the lifting of the stage discouraged 
the horizontal figures or floor patterns and encouraged the vertical extension of the 
body and the aerial movements. Moreover, it also propelled the creation of one of the 
most characteristic trademarks of ballet technique: the turn out of the legs -  so that the 
ballet dancer could project himself or herself forwards to the audience even when 
moving sideways.*
In this research, the frame of street-carnival has been chosen because this is clearly 
the most influential milieu, which has shaped and coloured the names, purposes, 
forms(s) and meaning (s) of both the music and the dance. This means that the 
choreological analysis of passo that follows takes into account the innate relationship 
that frevo-passo and street-camivals have had with each other in Pernambuco, from 
its origins to the present. The street carnival frame encompasses not only the 
physicality of the street pavements, but also the social environment -  that is, the 
prevalent inner disposition of the crowds of passistas-folioes following the pedestrian 
frevo-clubs during carnival days.
The etymological analysis of frevo-de-rua and passo is also used as a preliminary tool 
for gaining access to the general and fundamental characteristics of music and dance, 
as well as the reigning mood of street-camivals in Pernambuco. Following Best’s idea 
that we should take “the use of a word as determining its meanings” (1974:21), this is 
also an attempt to consider the varied meanings that the words frevo and passo have 
acquired in relation to the contexts in which they have been used.
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• Frevo and passo: a brief etymological analysis
Just as there is no controversy regarding the origins of frevo: time, place and 
circumstances where the frevo-clubs, frevo-de-rua music and frevo dancing originated 
-  as already stated in ACT /, (note 84) -  controversy regarding the etymological roots 
of frevo is virtually non-existent? It is unanimously accepted that the term frevo 
comes from ferver [to boil], and its variants such as fervura [i.e., fervency, bubbling, 
sweltering].  ^ The most widespread explanation is that the word ferver was 
pronounced by the common people as frever. That is, the e was placed after the r, 
instead of before. Similarly, fervura was also pronounced as frevura. Therefore, and 
according to this line of reasoning, just as the word fervo [I boil] derives from the 
vexh ferver [to boil], the word frevo comes from the mistaken pronunciation offrever.
No doubt, the idea of high temperature is deeply embedded in the word frevo. It 
might be seen as being associated with 1) the physical environment where frevo 
originated -  as carnival in Brazil takes place during summer, a period in which, in 
Recife, the temperature is normally around or above 30 degrees Celsius; and 2) the 
enthusiastic frame o f  mind o f  foliôes, which frequently leads the street and indoor 
carnival festivities to be quite often compared with the process of “putting firewood 
on the fire”."* A popular frevo song verse composed by Capiba says: Eu quero ver 
carvao queimar; Eu quero ver queimar carvao; Eu quero ver, daqui a pouco, pegar 
fogo no salao [I want to see coal burning; I want to see coal being burned; I want to 
see, in a while, the ballroom catching fire]. The ebullience of the crowds filling the
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streets, when seen from a high point, looked as if the human mass was agitated with 
great heat, also suggesting to reports the ideas offervency, fervour, frevo.
Moreover, the notion of high temperature imbued in the word frevo is also associated 
with 3) the rhythm o f frevo music -  which Camara Cascudo describes as being 
“syncopated, persistent, violent and frantic” (1993:346); and Mario de Andrade 
regards frevo as “the most Dionysian enthusiasm and orgiastic ardour of Brazilian 
national music” (in Oliveira 1985:119). It is also related with 4) the dynamic content 
o f passo -  which certainly is as vibrant and energetic as its accompanying music. The 
pleasurable exciting (hot) feelings experienced by passistas while dancing are overtly 
expressed by Andréa Silva, for instance, who says that she feels her body burning in 
an inexplicable pleasure, when she is dancing frevo -  as already stated in ACT TV, (p. 
222). It is also noteworthy that one of the posters made by students of the Escola 
Municipal de Frevo which was hanging on the wall of its dance room, in January 
1998, had the following statement: Frevo, a musica que agita o povo e faz ferver o 
carnaval [Frevo, the music that agitates people and makes carnival boil].
The fervent or passionate feelings that frevo-club members had for their clubs also 
used to be closely associated with the word frevo.^ In the early twentieth century, due 
to the rivalries and hostilities between frevo-clubs which imposed a warlike 
atmosphere on street-camivals in Recife for about five decades, the word frevo was 
also tied up with the ideas of trouble, quarrelling and fighting.^ However, the more 
the street-carnival festivities became ‘pacific’, the more the word frevo became 
detached from the idea of carnival quarrels and fighting. Frevo is currently used, 
almost exclusively with reference to the syncopated [hot] rhythm of a particular
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musical genre and its accompanying dance. The expression ‘tern muito carnaval pra 
pouco frevo [i.e., there is too much ‘carnival’ but not enough ‘frevo’] -  which is 
currently used in Pernambuco, particularly in disappointing situations, when one gets 
very tired or even stressed from a situation which is expected to be enjoyable -  
denotes that frevo is regarded as one of the most enjoyable parts of the carnival 
festivities.
Whereas controversy regarding the root meanings of the word frevo is virtually non­
existent,  ^ the questions of when, why or how frevo dancing began also to be called 
passo have been left unexplored by previous authors. It is known that, for many 
decades, frevo was the only term used with reference to both the music and the dance 
-  just as has happened with: samba, tango, salsa, waltz and so many other 
music/dance genres in Brazil and throughout the world.
The literature review has suggested that Valdemar de Oliveira was the first writer to 
use the word passo for the accompanying dance of frevo music. The main evidence is 
that Cascudo's definition for the term frevo -  in his Dicionario do Folclore 
Brasileiro, first published in 1954 -  encompasses not only the music but also those 
dances that he calls ‘street-dance’ and ‘hall-dance’, which were performed to the 
sound of frevo music. In the same dictionary, Cascudo includes two meanings for the 
Word passo. One, related to a religious celebration: the annual procession of Nossa 
Senhora dos Passo^; and another, meaning the “frevo choreography.” The latter 
definition was actually a summarised transcription of Oliveira’s article “Introduçâo ao 
Estudo do Frevo”, published in 1947, in Contraponto, No. 4. For this reason, I 
Relieve, it was Oliveira who first used in writing the term passo for the accompanying
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dance for frevo-de-rua -  as Ruy Duarte, Leonardo Dantas Silva, Eudenise de 
Albuquerque Limeira, Katarina Real all utilise the term after 1947.
It is very likely that Oliveira simply formalised and disclosed in writing what was 
already in vogue in people’s mouths. The expressions: fazer o passo [to do the step] 
and cair no passo [to fall into the step] are both still in use in Recife at present. 
Instead of saying “let’s dance frevo”, for instance, passistas have traditionally said 
“let’s do the passo”. The word passo means step, any step; so, strictly speaking, the 
expression literally sounds as if it has been left incomplete, because one might ask: 
‘shall we do the step, but which step?’ It is, of course, the passo of frevo -  or the steps 
of frevo -  that one means, but does not say explicitly. Even so, everyone understands 
because the expression is used solely in relation to frevo dance, but not in relation to 
any other Brazilian dances.
Significantly, the expression cair no passo and fazer o passo are both revealing of, 
what might be regarded as, two outstanding and interrelated characteristics of passo 
performances. The first is associated with the overwhelming passion with which the 
passista performs; and the second expression fazer of passo [to do the step] might be 
seen as associated with the ‘hard-working’ nature of frevo dancing, which requires 
great expenditure of energy to be performed.
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• Passo: a dance performed passionately
In fact, the authentic passista does not dance frevo, but ‘falls into’ passo. Just as in the 
English expression ‘to fall in love’, it is as if the passista is possessed by a strong 
feeling, which in this case seems to be caused by the “motor rhythm” of frevo-de-rua 
which, as Valdemar de Oliveira says: “does not invite people to dance: it compels 
them! Its effervescent rhythm has something magnetic that is hard to resist”(1985:37). 
Wellington’s, Luciano’s, Johnny’s and Elizângela’s answers to the question: what do 
you like about dancing frevo support Oliveira’s assertion -  see ACT TV, (p.218) 
Moreover, it is also said in colloquial Portuguese that the foliào(â) ‘falls into’ folia, 
meaning that s/he enjoys her/himself not only passionately but also obsessively -  just 
as the passista ‘falls into’ passo.
• Passo: a * hard-working* dance
The authentic passista ‘falls into’ passo in order, not to dance, but *to do the step*. 
The expression fazer o passo [to do the step] denotes the idea that while dancing 
frevo, one is constructing something through great effort and hard work. This general 
feature of the dance means, in Laban’s effort terminology, that the exertion of effort 
(or Weight) is predominantly Strong, or firm (in opposition to light or gentle).
M o r e o v e r ,  a mobile state prevails in passo. As Valdemar de Oliveira says: 
^Inamogenia characterises the very essence of frevo” (1985:37). There is a total 
absence of languid movements in the dance, wheres brief pauses may occurr when the 
passista wants to stress the end of a movement statement, or to play rhythmically in
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body movements against the frevo rhythm. Apart from these brief and rare moments 
of punctuation, ‘to do’ passo, basically means, to move energetically and to keep 
changing abruptly.
It is worth noting in this respect that Felipe de Oliveira, after pointing out that: “the 
acts of squatting, raising, jumping and stretching of frevo dance make one consume a 
lot of calories”, says: “tests conducted at the College of Physical Education of 
Pernambuco, revealed that a passista consumes nineteen times more energy in action 
than at rest.” This means that “for every three minutes, s/he loses 36 calories, [which 
is] the equivalent of spending the same amount of time running at the speed of 18 
kilometres per hour” (1997:56).
Significantly, however, passistas experience and talk about the discharge of great 
amounts of energy whilst they are ‘falling into passo’ not as if it was a tiresome 
burden, but as something highly joyous or even blissful. Through dancing frevo, 
passistas are actually led to that state of “physical repletion, of hard-working orgasm” 
-  alluded to by Oliveira (1985:123).^ In fact, one of the most recurrent ideas, which 
has been expressed by a number of passistas in response to the questions: what do you 
like about dancing frevo?; how do you feel while dancing frevo and afterwards?, is 
the physical and pleasurable sensation of fulfilment achieved through the experience 
of dancing frevo. See, in particular. Flaira’s (10 years), Natalia’s (16 years). Glance’s 
(14 years), Andrea’s (20 years) answers -  in ACT TV (pp 221-222).
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t Passo: a brief improvisational solo dance
Another fundamental characteristic of passo that again is in accordance with the spirit 
of freedom of carnival is the fact that it is a solo dance. In passo, there is no 
partnership, no one guides or is guided by anyone else. Just as carnival, in Brazil, is 
the party that assures the participants the widest possible space for liberty of 
expression and behaviour, the improvisational solo dances in general, and passo in 
particular, propitiate the widest possible space for dancers to perform creatively and 
to express their individual identities.
The manner in which both folioes and passistas approach Time is also highly 
revealing of the camivalesque spirit of the dance. Since frevo-de-rua is of short 
duration,  ^ an improvisational passo solo also happens in a short period of time -  it 
lasts approximately two to three minutes. This brief time span, however, is 
experienced by the passistas intensively. Not only physically -  as a great amount of 
energy is expended when one ‘falls into’ passo, but also psychologically -  as one is 
entirely immersed in what one is doing: “when we get into the dance, we don’t 
remember anyone”, says the verse (see AC T /, p i3).
Significantly, carnival is also a short period of time dedicated to intensive amusement, 
m comparison with the rest of the year. In Recife and Olinda it is a kind of full-time 
entertainment, with events going on uninterruptedly nearly 24 hours per day -  as 
already demonstrated in ACT II  (pp 111-120). This implies that one needs to be 
reasonably fit to have fun during carnival. Or that one needs to be capable of spending
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an amount of energy that is much greater than one normally spends on a normal daily 
basis throughout the rest of the year.
Moreover, just as happens with the passista while s/he is ‘doing the step’, the foliao(^ 
does not remember anyone or anything besides the carnival activities. This 
independent spirit of folioes*** is actually proclaimed in verse and prose -  as can be 
seen in the lyric Bom danado [Too good], by Luiz Bandeira and Emani Seve, which 
says:
Eita frewo bom danado What a good frevo
Eita povo animado What lively people
Quando o frevo começa When the frevo starts
Parece que o mundo jd  vai se acabar It seems as if the world is about to end
Quem cai no passo nao quer mais parar Whoever falls into passo never wants to stop
Adeus meu bem eu vou Good-bye, my darling, I am going
No frevo me espalhar To spread myself in frevo
Nao précisa ter cuidado There is no need to worry
Nem tampouco me esperar Nor to wait for me
Compre fiado se o dinheiro nao chegar Buy on credit if the money doesn’t come
Tome conta dos meninos quarta-feira eu vou voltar Look after the kids. I’ll be back on Wednesday
The manner in which passistas and folioes approach Time is as if there was not much 
time left, if any, for the contemplation of past or future enterprises. They are entirely 
absorbed in what is happening here and now. It is as if passistas and folioes were 
immersed in the feelings of “momentariness” or in the sensation of a “short span of 
time” which, in Laban’s Effort terminology, are defined as a sudden approach to 
Time (Laban 1992:73).** Therefore, it can be said, in conclusion, that since frevo 
music is of short duration and carnival is short-lived, it is as if both passistas and 
folioes shared the same ideal of surrendering to the present moment by doing as much 
as possible in a briefperiod o f time.
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• Passo: a free-flowing dance
By considering the motion factor Flow*  ^that “is mainly concerned with the degree of 
liberation produced in movement” (Laban 1992:75), another outstanding 
characteristic of passo, as well as the prevailing inner attitudes of passistas and 
folioes, can also be identified.
There is certainly a predominance of ffee-flow movements in passo; and significantly 
passistas and folioes also have an inner disposition to let go -  not restrain -  the 
released flux of movements either in the dance performance or in the carnival 
festivities.*^  It is therefore arguable that this general feature of the dance is somehow 
correlated with the tendency that both folioes and passistas have to exercise liberty of 
expression, behaviour and movement.
The easiest way to understand the concept of Free-Flow is by considering its complete 
negation, which is a stop or a pause. Laban explains that whereas movements with a 
bound or hampered flow can be stopped easily, at any instant, “movements with free 
flow cannot be easily interrupted or suddenly stopped; it takes time until the moving 
person gains the necessary control over the flow in order to stop” (1975:65). In short, 
the free-flow movements are those characterised by “a feeling of onward streaming”
(Laban,1992:73).
It is a well known fact that after having fallen into passo, the passista no longer wants 
to stop, as stated in the verse quoted in the previous page. This idea is also reinforced 
*** answers that six passistas gave to the question: how do you feel while dancing
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frevo and afterwards? -  see ACT IV, pp 222-223. Similarly, after having fallen into 
folia, the typically insatiable folioes want to celebrate endlessly. The folioes’ inner 
disposition never to interrupt their “onward streaming”, is evident in the short verse: 
“For que par ou? Par ou porquê? ” [Why have you stopped? For what reason?], which 
was created and is constantly sung, almost instinctively, by the crowds following the 
frevo orchestras along the streets during carnival days. Every time musicians stop 
playing even if for a short breath, the crowd start singing this verse, in a way in that 
keeps the frevo-rhythm resonating in their voices; and by this means they persuade 
the musicians to resume playing. The ever-increasing period of time dedicated to 
carnival celebrations in Pernambuco is more strong evidence of the sheer number of 
carnival revellers who do not want to put an end to the folia. It is as if they needed 
some extra time in order to regain control over their inner (free-flow) impetus to 
celebrate.
Since passistas normally go freely with the flow of frevo rhythm,*"* at high speed, the 
ability to punctuate phrases of movements with a brief pause, or with an unexpected 
still pose, is a skill that only accomplished passistas are able to perform. [See Jaflis 
photo on the next page]. It is true that to stop the flux of the movement, in a pose, is 
not an easy task in any dance. However, when a still pose follows a sequence of 
movements that are bound-flow and have a sustained approach to Time, it is 
seemingly ‘easier’ to perform, as for instance, in the midst of the movements of a Tai 
Chi, or in a ballet adagio. In the case of frevo dancing, the task certainly requires 
long-term training and command of its technique.
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t Passo: a dance performed on the spot
Considering that the street-frame in which the frevo moves are performed is normally 
cramped, it would be virtually impossible for passistas to create/perform movements 
that circulate freely through space. Therefore, it is not surprising that the vast majority 
of frevo steps can easily be performed on a single spot, and seldom travel in space. In 
fact, even though passistas move vigorously, almost uninterruptedly, and much 
quicker than the pace of a normal walk, they do not advance quickly through space. In 
fact, only a few steps in the frevo movement vocabulary allow the dancer actually to 
advance, or to travel through general space quickly, either in circular or straight 
paths. These are the cases, for instance of passeando na pracinha, guerreiro and 
rojao.
■t'
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The kinetogram on the right shows the 
smallest unit which characterises passeando 
na pracinha [walking in the little plaza] -  a 
kind of ‘leaping walk’ characterised by a 
series of crossing steps, executed on the 
balls of the feet and with legs bent. The step is quite often used either at the beginning 
or at the end of passistas’ solos, because it allows the dancer to travel to the centre of 
the room, or spot where s/he will perform, and to leave that space that will be 
occupied by the next performer. The step length in passeando na pracinha is normally 
vory short so that it can be performed within each beat of the music, which has a
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moderate to quick tempo. The passista, therefore needs to repeat the steps a number of
times in order to travel quickly through general space. 15
The guerreiro step is characterised by forward and backward 
movements performed simultaneously by the arms and legs 
respectively. The sequence can be performed on the spot and 
in one single direction -  as indicated in the kinetogram 
displayed on the right, but it can also be executed either on the 
spot with alternating directions in space, or travelling in space.
Guerreiro and rojao are quite often performed by the whole group of passistas of the 
Escola de Frevo Nascimento do Passo at the very end of their presentations, while 
leaving the performance space in Indian file. This group formation is known as cobra 
[snake] or cordao [string], which probably derives from the intention of a group of 
folioes to move through a crowd of people -  either in an indoor or outdoor carnival. 
When a group of dancers performs similar patterns of movement following one 
another in a line it certainly becomes much easier to cut through the crowd.
There are indeed a significant number of moves in passo’s movement vocabulary that 
can be performed -  and they normally are -  changing front in space, even though the 
sequence of moves that characterise these steps can be made in one single direction.
In the chapa-quente [hot plate] step, for instance, the gesturing legs 
move forwards and touch the floor with the heel -  as shown in the 
kinetogram displayed on the right.
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The arms also participate in the characterisation of the step, by moving in opposite 
directions to one another. Thus, both arms and legs keep up their own pattern of 
movement to each beat of the music -  as shown in the 
kinetogram on the right. In this example and 
throughout the sequence, the head looks upwards to 
the ceiling, and the chest is carried along with the 
head movement -  as indicated by the inclusion bow 
placed beside the head facing symbol. Chapa quente, 
however, can also be performed with the head 
looking forwards and with the trunk standing in a 
normal position. With each beat and every time the small sequence is performed, a 
change in direction in space occurs taking, in this example, eight counts for one entire 
turn to be completed.
The reason why passistas tend to perform chapa quente, as well as other frevo steps, 
varying directions in space is, I believe, to avoid identical repetition of moves and 
subsequent monotony of their solos. The constant changing of fronts in space, which 
certainly is a fundamental feature of passo performances, can also be interpreted as a 
response to the physical environment of street-camivals. It is within the so-called 
frevo wheels, which may be formed on the spur of the moment at any time during the 
carnival days on the streets of Olinda and Recife, that passistas (past and present) 
l^uite often perform their improvisational solos. Therefore it is arguable that passista- 
foliao dances eventually surrounded by spectators might have encouraged the multiple 
of spatial directions. Moreover, even when they are training indoors, the passistas
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of the Escola de Frevo Nascimento do Passo quite often make a big circle formation, 
and one by one are invited to dance in the middle of the circle. However, I have never 
seen the frevo wheel at the Escola Municipal de Frevo; it is possibly the presence of a 
mirror in the dance room that has discouraged this practice.
In frevo dance, the direction of travelling is often forwards 
or sideways -  seldom backwards. The bico de papagaio [the 
beak of the parrot] step could be regarded as an exception -  
as the step involves a wide step backward with one leg, 
followed by the other. Nevertheless, as shown in the 
kinetogram on the right, the backward progression does not 
exceed the length of one single step. This is also another aspect of the dance that is 
probably interrelated with the ever-advancing movement of carnival processions.
• Passo and the feeling o f *every-whereness*
The fact that the vast majority of frevo steps seldom travel -  or travel very little -  
through general space does not mean that passistas have a direct and narrow approach 
to space. In fact, it seems that the predominant ways in which both passistas and 
folioes cope with the general space and deal with their personal space is considered 
predominantly flexible (or indirect), in Laban’s Effort terminology, for a number of 
reasons.
The effort element “flexible”, Laban explains, “consists of a wavy line” in terms of 
direction, combined with a movement sensation of “pliant extent in space”, or a
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feeling of “every-whereness”( 1992:73).^^ This pliant feeling of magnitude in space is 
overtly expressed by the foliao in the verse which says, “I am going to spread myself 
in frevo”, quoted previously (p.245). Considering the approach to space in terms of 
foci of attention, it is also arguable that the simultaneity of events going on during 
carnival days, enables carnival participants to constantly shift their focus of attention, 
or focus of interest, thus leading them to overlap a number of foci of spatial attention, 
which is characteristic of a flexible or indirect approach to space.
Similarly, a great number of passo steps “take many directions in space 
simultaneously” -  which is one of the most fundamental characteristic of flexible 
movements, as defined by Laban (1992: 68). In the vast vocabulary of passo 
movements just a few exceptions, such as the guerreiro and rojao steps, for instance, 
have a direct approach to space when they are performed in one single direction -  as 
happens in the snake group formation, mentioned on page 256. But these short 
sequences of movement can also be -  and normally are -  performed shifting 
directions, thus having a flexible or indirect use of space.
It is also relevant to consider that, in the great majority of frevo steps, the extent to 
which both limbs are used in one’s own kinesphere is predominantly far-reaching, 
^ t  is, arms and legs travel mostly between near and far away from the body, but 
never too close to it, which ultimately leads to a sense of growth of the kinesphere. 
Moreover, the use of the frevo umbrella extends even further the limits of one’s 
^nesphere.
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In fact, and this seems to be one of the trademarks of passo, the arms and the legs 
quite often occupy opposite directions in space, in a single beat. This contrasting 
usage of the upper and lower limbs not only enlarges the usage of the sphere of 
territory around one’s own body but also creates types of trace-forms that are 
voluminous, or three dimensional. According to Moore and Yamamoto this is the 
most flexible and complex approach to space, as the invisible ‘vapour trails’ inscribed 
by the moving body in the kinesphere create three-dimensional twisted, looped or 
spiralling pathways in the space around one’s axis (1988:194-5).
Moreover, even those steps characterised by a series of ups-and-downs, flexion and 
extension of the legs -  so typical in frevo dance -  do not convey the sensation of 
threadlike extent in space. This is because the invisible ‘vapour trails’ inscribed by the 
moving body in the process of rising and falling do not leave a linear or straight 
kinespheric pathway -  as can be seen in the tramela [latch] step, for example, 
described below.
In the preparatory position, the legs are fully 
contracted in a squat, in first position parallel, 
and both arms are fully extended upwards. As 
the body rises, on the first beat, the legs move 
apart from one another and stand in a wide 
second position. The centre of gravity is now 
divided between the two legs: the left leg 
stands on the full heel, and the right leg on the 
half ball of the foot; whereas the right and left
II
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arms move downwards to the low-backward-diagonals of the right and left sides, 
respectively. Legs and torso rotate to left, following the movement of the feet. 
Therefore, each time the body moves upwards the upper and lower limbs are 
occupying simultaneously, in a single beat, four distinct directions; right, left, forward 
and backward. The rising and falling characteristic of the tramela step is performed 
once to the right and once to the left.
It may seem paradoxical that in an environment that offers a very limited space for 
one to move, passistas can experience a sense of ‘ every-whereness’ -  instead of 
narrowness. In reality there is no contradiction, particularly if one interprets the 
flexibility of movements in frevo dance as the natural result of the passista’s struggle 
to define his own territory and maintain possession of it in the crowded environment 
of street-camivals. It is obvious that the passista could only express himself through 
body movements within a crowd of people, if he had some control of the changing 
distances and orientations among people moving in the same locale. The abre-alas 
step, which literally means making a gangway, was possibly created or inspired by, or 
in response to, this kind of necessity.
Abre-alas is distinguished by the accentuated 
movements of the arms extending forwards, as if 
Ibe dancer intended to punch the air. As the 
ifrnetogram displayed on the right indicates, 
Ibroughout the sequence, the weight of the body 
IS divided between the two legs that stand in a 
second position parallel with two degree
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contraction, further consolidating the stability of the dancer’s interpersonal space.
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• Passo: a dance of rotations and twists
Through the analysis of the general use of the body, other visible marks imprinted by 
the carnival environment on frevo dance can again be perceived. The constant 
rotations or twists of the torso, vs^ hich are ever present in the vast majority of frevo 
steps might also be ‘deciphered’ in terms of passista’s need for self-defence. 
Considering that within the permanently crowded carnival dance spaces one may 
easily be the target of elbovdng and kicking by other folioes; rotations of the legs and 
pelvis and twists of the torso -  particularly when combined with high forward tilts -  
may thus be translated as conveying a sense of closeness, or self-protection.
It is significant to consider, for instance, that chutando de lado [kicking sideways] is 
performed in a closed transversal manner -  as 
shown in the kinetogram below. That is, the right 
leg kicks towards the left-forward diagonal, 
whereas the left leg kicks towards the right 
forward diagonal. The pelvis rotates to the left or 
to the right sides allowing the right leg kick to 
the left;, and the left leg kick to the right. The 
extended chest, however, maintains its previous 
relationship with space and continues facing forwards — as the right arm moves to the 
right. As a consequence, a twist in the torso occurs.
- 0
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Whereas passistas of the Escola de Frevo Recreativa Nascimento do Passo perform 
chutando de lado in a closed transverse manner, I have also noticed, in Angelo 
Madureira’s frevo class the step is executed in a totally open and exposed fashion -  
i.e., with the right leg kicking to the right side of the body. I believe this innovation is 
a creative response to other stimuli and necessities, or was instigated by the 
proscenium theatres in which passo performances now also take place.
It is noteworthy that there is no backward bend in frevo -  or a step equivalent to the 
ballet cambré, for instance, in which the body bends from the upper back and waist 
line backward and sideways respectively, in an arched type of movement that exposes 
the body. These moves are part of the ballet repertoire, which was created for the 
opera house -  a milieu in which the ballet dancer has to project him or herself 
upwards, above the waist level, so that they can be seen by every single spectator, 
even those sitting in the balconies. By way of contrast, the passista tends to close and 
twist his body for protection, quite often looking at what is below his waist level, as if 
to make sure he is stepping on a safe street-ground. [See Jaflis do Passo’s photos on 
the previous page]. Could it be the case that this frevo characteristic, or the passistas 
tendency to look downwards, at his feet, will become gradually weakened with the 
passing of the years, as professional passistas now ‘fall into’ passo in a variety of 
places to entertain aesthetically different audiences?
These are in conclusion, some of the possible ways in which I believe street carnival 
have framed and left some imprints on the form and content of passo technique.
3 3 3 3 3
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6.1,2. The mode o f  representation ofpasso
The mode o f representation is the second choreographic convention in Foster’s 
guidelines for reading dance. At this level of observation and analysis, the dance 
analyst considers how the dance makes reference to the world or evokes images of the 
world (1986:65). Foster explains that to consider how the dance makes reference to 
the world does not mean to presume that choreographers always choose events in the 
world to transform into dance, but that art inevitably “evokes images of the world”. 
That is, “any given art event is oriented in two directions simultaneously: it refers to 
itself as an artistic event and to the cultural and social circumstances of which it is a 
part” (p 245). It is the second direction that Foster addresses in her formulation of the 
four modes of representation: resemblance, imitation, replication and reflection. 
Although all four modes of representation may be present in one single dance, one 
usually predominates, and this is the most crucial to the dance’s meaning -  Foster 
argues (p 65).
The four modes of representation conceived by Foster are derived from, and are
meant to correspond to, the four literary tropes of metaphor, metonymy, synecdoche,
and irony (Foster, 1986:234). Francis Sparshott, who believes that Foster attempts to
equate the four modes of representation with the four basic literary tropes, criticises
Foster severely, by saying:
“the more one thinks about that equation, the more absurd it gets. What 
she [Foster] says about “reflection” makes inadequate sense anyway, but 
what is quite clear is that irony has nothing to do with it. In general, 
readers who turn from text to notes in search of enlightenment are too 
often met by obfuscation, pretentiousness, confusion, and downright 
error”(1987: 42).
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I do not think Foster intended to equate the four literary tropes mentioned above with 
the modes of representation in dance -  as Sparshott affirms. Foster not only suggests 
but actually gives examples on how to use these literary tropes as tools to depict the 
distinctive manners in which dance may evoke images of the world. The discussion of 
whether or to what extent resemblance, imitation, replication and reflection 
correspond to metaphor, metonymy, synecdoche, and irony, respectively, is 
insignificant for the purpose of the choreological study of fi-evo dancing, I think. 
What does matter is to consider how useful the concepts of imitation and reflection 
are to gain access to certain layers of meaning characteristic of frevo dance.
Seeing passo through the lens of Foster’s guidelines, it can be verified that the dance 
combines two modes of representation: reflective and imitative, with an evident 
predominance of the former.^ ^  The reflective mode of representation prevails in passo 
because in most steps emphasis is given to the physicality o f movement. That is, the 
movements are not meant to symbolise something else, as a metaphor, nor to depict 
and represent the qualities of any existing worldly phenomenon, as such. “As the 
name implies, reflection simply mirrors the activity of moving in the motion of the 
dance” -  Foster explains (1986:246).
The names of passo steps are normally related either to movements of: 1) objects, 
such as: the dobradiça \\\ingo\, ferrolho [bolt], tesoura [scissors]; serrote [handsaw], 
canossel [carousel] and catavento [vrindmill]. 2) animals, such as: the coice de burro 
[donkey’s kick],/?w/o do grilo [the jump of the cricket], [little duck], canguru
kangaroo] and vôo da andorinha [the swallow’s flight]. Or it can also allude to
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actions of 3) people (either real or imaginary) -  as in the case of the saci-pererê, 
banho-de-mar-pra-frente [swimming forwards in the sea], banho-de-mar-prà-tràs 
[swimming backwards in the sea], nadando no seco [dry swimming], rojao [forced 
march], abre-alas [opening a gangway], and plantando mandioca [planting cassava], 
among other steps. This does not mean, however, that passistas intend to interpret or 
to represent the ideas of Tittle duck’, ‘hinge’, ‘planting cassava’ and so forth, while 
they are dancing. It is through the physicality o f body movements that the ideas which 
have inspired the names of the steps are tangentially represented. This can be 
demonstraded through the analysis of kinetograms of some basic frevo steps.
Taking a closer look at the tramela step, already notated on page 260, it can be said 
that the invisible ‘vapour trails’ traced out by the arms as they move from place high 
downwards to the low-back-diagonals, may resemble the circular movement of 
fastening and unfastening of a tramela -  that is, a piece of wood that rotates around a 
nail to close a door, or a gate. However, the knowledge that the name given to the step 
matches the movement characteristic of a tramela, is of tertiary importance for the 
accurate performance and fruition of that particular frevo dance step. In fact, tramela 
might also be an allusion to the piece of wood that beats the millstone of the mill, thus 
producing a bump, which makes the flour that is going to be ground to fall from the 
basin. This bump might be seen to be represented tangentially in the accent stressed 
with both arms as they move downwards.
The closing/opening movements of the legs, which characterise the tesoura step, for 
instance, may resemble slightly the movement of the scissor blades when cutting 
something, as they also close and open repeatedly. The kinetogram of tesoura
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displayed on the right shows, in the preparatory position, the body weight supported
on half ball and full heel of the left and right foot 
respectively, in a wide second position. On the 
upbeat, both legs leave the ground simultaneously 
and close on count one. The right foot that was 
previously supported on the heel lands in place, 
followed by a quick forward step. The arms follow 
a similar pattern to the movement of the legs. In 
counts one and three, when the crossing-leaping 
step occurs and the legs move close to each other, the arms also close towards the 
body, as if in a self embrace. In the preparatory position and counts two and four, the 
legs open in a wide second position, and the arms also open to the sides at the high 
and low levels. The whole trunk follows the leg movement rotations. In this example, 
as the crossing-leaping and the self-embrace take place, on counts one and three, the 
head including the upper chest focuses down on the floor; and the dancer looks
forward when the legs and arms open and the body stands in a wide second position.
- 0
0  -
What characterises the ferrolho [bolt] step are the constantly changing positions of the 
feet, from side to side, without implying spatial dislocation of 
the body. This alludes, somehow, to the fastening and 
unfastening movements of a bolt which, although fixed in a 
Window or door, has a part that slides to and fro. As shown in 
the preparatory position of the ferrolho kinetogram displayed 
on the right, the weight of the body is equally divided between 
the two legs, which are placed in a wide second position. When the right foot is on its
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ball, the left foot is on its heel and vice-versa. The legs rotates to the right and to the 
left, following the movements of the feet. The pelvis is also carried along by the leg 
rotations. The chest, however, maintains its relationship with space throughout the 
sequence. Little jumps occur as a consequence of the simultaneous change in the 
positions of the feet -  from ball to heel, from right to left.
II
The dobradiça [hinge] frevo step is also characterised by the 
footwork. The two dimensional movements of a hinge -  that is, a 
piece of metal, wood or plastic that is used to join a door to its 
frame, or to join two things together so that one of them can swing 
freely -  is alluded to by the transference of body weight from both 
heels to both balls of the feet, which occurs 
simultaneously and alternately. The dobradiça can be performed 
with both feet in first position parallel -  as displayed in the 
kinetogram above left; or with the feet slightly apart from each 
other, following the line of the hips -  as indicated in the kinetogram 
displayed on the right.
In the serrote [handsaw] frevo step, the toothed 
blade of a handsaw seems to be rather indirectly 
suggested by the transverse pathways traced out by 
the leg movements. The step is characterised by a 
series of over crossed leaps in place, performed by 
each leg alternately at each beat of the music. As 
shown in the kinetogram on the left, in the
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preparatory position, the right gesturing leg contracts by four degrees before it steps, 
on first count, where the left foot has just been. This is indicated by the placement of 
two pins besides the place low symbol. The black pin pointing forwards indicates that 
the leg crosses in front, and the ones pointing to the sides indicate the sidewards 
relationship with the other foot. An actual twist of the torso occurs simultaneously 
with the over crossed leaps in place. The pelvis rotates to the side where the foot of 
the gesturing leg will land, whereas the extended chest rotates to the opposite 
direction. The arms, which are placed to the sides at the high level and flexed in a 
three degree contraction, accompany the rotations of the chest and waist, but maintain 
their relationship with the body -  as indicated by the body hold symbol placed above 
the directional symbol for the arms.
The saci-pererê step alludes to one of the most popular legends 
of Brazil. ‘Saci Pererê’ [fi'om the indigenous Brazilian Tupi 
language sa ’5 /] is a one-legged black boy who uses a pipe and a 
red cap, which represent the source of his magic powers 
(Ferreira, 1975:1257). In this step, one leg is kept flexed with its 
foot hooked behind the knee of the support leg. The pelvis rotates 
commanded by the knees of the gesturing hooked leg; and the supporting leg hops and 
rotates simultaneously, following the rotations of the pelvis. Meanwhile, the extended 
chest maintains its relationship with space —as shown on kinetogram on the above 
right.
ACT VI -  Presenting frevo dancing 270
The banho-de-mar prà-trâs [swimming backwards in 
the sea] step is characterised by backward circular 
movements of the arms combined with successive 
forward kicks of the legs. As demonstrated in the 
kinetogram on the right, these simultaneous movements 
of arms and legs are very similar to backstroke.
In banho-de-mar-pra-frente [swimming forwards in 
the sea], the forward circular movements of the arms 
combined with the backward gestures of the legs are 
akin to front crawl -  as the kinetogram displayed on 
the left shows. In both cases, it is as if the dancer 
intended to lie prone suspended in the air, in order to 
move through space by his or her own impulse -  as 
swimmers normally do on the water surface.
The saci-pererê step, as well as swimming-in-the-sea (forwards and backwards) are 
practised regularly in dance classes -  as they are part of Nascimento's teaching 
method -  but seldom used in actual frevo solos. This is also the case of: the carrousel, 
pulo do  sapo and its variants; o sapo abraça [the toad hugs], and o sapo da adeus [the 
toad says goodbye], which are mainly practised as warm-up exercises that strengthen 
the muscles of the abdomen, thighs and the arms and increase the passista’s fitness.
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As can be seen in the kinetogram displayed on the 
right, the carroussel is characterised by aerial turns 
in a squatting position en dehors combined with 
movements of the arms. As the body turns and 
jumps at the low level, the arms move up and down, 
in opposite directions to one another, thus, 
tangentially suggesting the up-and-down movements 
of the wooden animals on which children sit in real 
carousels.
The pulo do sapo is also performed in a squatting position en 
dehors with the arms wide open to the sides at the middle 
level. The weighty quality of the little jumps performed in 
place resembles the dynamic quality of the movement of a 
toad which is sluggish and heavy. The variations for that
step: the sapo abraça [the toad hugs], and ûiq sapo dà adeus 
[the toad says goodbye] include particular moves for the 
arms. The image of the toad hugging is connected with the 
movement of the arms closing towards the body, as happens 
in a self-embrace, and re-opening again to the side middle -  
as indicated in the kinetogram
displayed on the left. The resemblance to a toad saying 
goodbye is suggested by the arm movements closing above 
dio head and opening again to the sides — as shown in the 
^Gtogram on the right — in this case the whole extent of the
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arms are waving to somebody.
The râ eletrizada [electrified frog] is another 
frevo step that is performed in a squatting 
position. However, the dynamic qualities of the 
jumps becomes lighter in comparison to those of 
the toad steps described above. Lightness in the 
jumps results from the agility with which the 
frevo umbrella is passed under the legs and caught 
by the opposite hand, every time a jump in a
squatting position occurs on each musical beat.
These are just a few examples which demonstrate that in frevo dance, the images of 
the world are evoked in a reflexive mode of representation. The fact that passo steps 
are normally given a name after they have been created, not before, is further 
evidence that the relationship frevo steps have with the worldly phenomena they are 
supposedly evoking is very incidental, furtive or indirect.
Whilst they are dancing frevo, the two major concerns of passistas are: 1) the 
exhibition of passo technique, and 2) the corporeal musical interpretation. In other 
words they want to show as many varied, difficult and challenging steps as possible, 
in accordance with what the particular frevo song being played suggests and requests. 
[This subject will be discussed in greater detail in further section 6.2.2. Discussing 
passo improvisation]. It is thus through the interplay of rhythms and shapes that the 
meanings of passo movements are meant to be experienced by the performer and
Coice de Burro [Donkey Kick] demonstrated by José Ramos
Escola Ahnicipal de Frevo, 79^  February 2000
Photos Maria Goretti
O Vôo da Andorinha [Swallow *s flight] demonstrated hy José Ramos
Escola Municipal de Frevo, iV** February 2000
Photo Maria Goretti
Passista Johnny da Silva performing 
Cricket Jump (above) and Dry Swimming (below)
Gavôa Hotel, Igarassu, 12* February 2000
Photos Maria Goretti
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interpreted by the spectator. [See Ramo’s and Johnny’s photos on previous adjacent 
pages]. In other words, in passo, the movements are an-end-in-themselves, and the 
form of the dance equals its content. Therefore, passo can also be regarded as 
abstract, formalist or pure dancing.^^
s Generally speaking, there is not a story to be told in passo. That is, the passista does 
not want to express a coherent set of ideas nor to interpret a specific text or plot. 
However, the passo ‘modalities’ -  as a few steps are categorised by Nascimento -  
allow the passistas to make reference to the world in a more imitative (or theatrical) 
mode of representation. This is the case, for instance, with the passo do bêbado -  in 
which the passista imitates a drunkard ‘falling into’ passo, or the passo do cinqiientao 
-  in which the passista imitates a fifty-year-old ‘doing the step’. As well as the passo 
do gringo -  in which the passista imitates a foreigner trying to keep up with the frevo 
rhythm, and so on. Jaflis do Passo’s artistic work is an illuminating example of the 
theatrical potentiality of fi-evo dance. In 1996, Jaflis created a character, named 
Professor Gereba, who not only lectured about the history of fi-evo and taught frevo 
dance technique, but also ‘fell into’ passo during his ‘dance-lecture-presentations’. 
Since it was not Jaflis himself, but the character Professor Gereba who ‘fell into’ 
passo, particular clownlike mannerisms and interpretations were introduced into 
Gereba’s improvisational solos.
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6.L3, The general style o f passo
The concept of style is extremely wide-ranging. It can be, and actually is, applied to 
almost all areas of human activity, including dance.^  ^ Style is an elusive concept that 
is not easily defined by philosophers, art critics or dance scholars. Nevertheless, no 
one would disagree that stylistic analysis plays a vital role in creating/discovering 
meaning in dance.^^
Style is the third choreographic convention in Foster’s guidelines for reading dance. 
Foster explains that “whereas the representational mode of the dance alerts the viewer 
to a broad framework for signifying the world, style in dance clarifies this framework 
by adding references to cultural identity”( l986:77). In short, it is the style that 
“infuses a dance with its particular identity” (1986: 88).
Foster conceives of style as the result of three related sets of choreographic 
conventions: “the quality with which the movement is performed, the characteristic 
use of parts of the body, and the dancer’s orientation in the performance 
space”(l 986:77). Even though Foster has not acknowledged it explicitly, it is evident 
that the ground she uses to define, or recognise style in dance encompasses the three 
basic concepts of Laban’s descriptive-analytical system (LMA): Body, Space and 
Effort. This observational framework, widely used in dance and movement studies, 
incorporates multiple levels of analyses, including not only what the movement is 
composed of, but also how it is put together.^^
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The what of the movement constitutes the bodily actions, which can be described and 
analysed by answering the following four questions: 1) which part of the body 
moves?; 2) in which direction or directions in space is the movement exerted?; 3) at 
what speed does the movement progress?; and 4) what degree of muscular energy is 
spent on the movement? (Laban: 1992:23).
The how of the movement concerns the qualities of the body actions which are 
described and analysed based on the premise that any physical exertion inevitably 
involves an effort of the mind. In other words, “neuro-muscular energy cannot be 
spent in bodily action without any participation of mental-emotional effort. Therefore, 
to make an effort involves the whole person” (Laban 1992:169). The analyses of the 
variety of action moods that arise from a particular mixture of effort qualities with 
which the actions and the transitions between them are performed provide further 
information about the movement: where (space-effort), when (time-effort), how (the 
flow-effort), and what (weight-effort).
For this reason, I believe that the utilisation of Laban’s theoretical framework to 
conceptualise and apprehend style in dance, inevitably leads beyond the old 
Aristotelian dualism of matter versus manner (or method), which has pervaded all 
concepts in which style is defined as the manner in which something is expressed or 
done.^ "^  Essential to this view is the misleading assumption that what has been done or 
expressed could ever be divorced from how it has been done or expressed — either 
tough body movements or by any other means. Adrieime Kaeppler, for instance, 
states: “style is the wav of performing, realising or embodying the structure” 
(1998:48). The fact that Kaeppler underlined the word ‘way’ is highly indicative that
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she believes that style is essentially the manner in which the dance is performed. 
Similarly, Garol-Lynne Moore (1982), after having defined style as “the way in which 
something is done”, and “the manner and means by which action is executed”, 
defines ‘management style’ as “how an individual goes about making a decision'’. 
Having said that, the author states emphatically: “Style is manner, not matter” (p 9).
In this research, the concept of style is used as a research tool encompassing both the 
matter and manner in which the body movement is materialised. This approach to 
style is in tune not only with Laban’s and Foster’s, but also with Leonard B. Meyer’s 
concept of style. According to Meyer’s opinion, what the artist chooses (or the 
matter) from a set of constraints must be considered as an element of style, just as 
much as how (or the manner) these chosen elements are used by the artist (1987:21), 
Whereas the observation of the physicality of the body parts moving in time and space 
captures the matter of the dance style; the analysis of the movement qualities -  i.e. 
“the-texture or effort found in movement as it is performed” (Foster 1986:77) 
apprehends the manner in which movement unfolds.
Considering the multiple levels of investigation at which the concept of style can be 
applied -  that is, not only dance traditions but also schools, dancers, teachers and 
choreographers may all embody or exhibit their own particular styles -  in this 
research, the core of the discussion is the general stylistic features of frevo dance. In 
other words, the aim of this sub-chapter is to investigate the set of characteristics or 
core qualities that ultimately define the general style o f frevo dance, and which 
supposedly cut through the stylistic variations of frevo school groups and individual 
passistas in contemporary Brazil. The task of finding the thread of unity amidst the
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diversity in frevo’s stylistic variations is very challenging/^ It involves close 
observation, analysis and finally a number of choices as to what should be regarded 
the most representative way of writing down and performing distinct frevo steps. 
Moreover, the general stylistic characteristics of frevo can only be grasped 
momentarily, as these features are to a certain extent constantly changing over time 
and space -  such that the dance tradition may be recharged, revitalised, and continue 
to serve its frmction(s) in a world that is also constantly changing.^^
After having used LMA and Labanotation as the main stylistic research tools, I came 
to the conclusion that the fundamental stylistic features of frevo dance are crystallised 
in 1) the idiosyncratic use of the feet, 2) the simultaneous articulation of the limbs 
moving in opposition to one another in space, 3) the distinctive use of the frevo 
umbrella, and 4) the earth-bounded energetic quality of the springs. These stylistic 
features will now be discussed in detail.
• The use ofparts o f the body in passo
In fi-evo, the significance of the role played by the feet has a similar magnitude to that 
of the torso in modem dance (particularly in its early days), or by the hands and arms 
the Indian dance bharata natyam, for instance. This is in the sense that, the 
particular uses of the feet, trunk, and hands respectively define -  to a great extent -  
fhe most important movement dimensions of these three distinct dance traditions.
It is true that the frevo movement vocabulary is pervaded by rotations of the legs and 
pelvis, consecutive contractions/extensions of the legs, and twists of the torso.
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However, in most cases, rotations and twists, contractions and extensions derive from 
the distinctive manner in which the feet are used throughout the dance. Therefore, 
when compared with the basic and principal role played by the feet, they seem to be 
secondary trademarks in frevo dancing. No doubt, the frevo umbrella has become the 
most compact and most widely publicised symbol of frevo in Brazil, and the use of a 
small and colourful frevo umbrella has acquired an increasing importance within 
contemporary frevo dance performances -  as will be discussed later in this section. 
However, its power in actually defining the general style of passo is certainly weaker 
-  or, of secondary importance -  when compared with the use of the feet, and other 
parts of the body in general. For this reason, the use of the feet and its subsequent 
implications will be thoroughly analysed first.
It might seem contradictory to argue that the feet play the most important role in a 
dance such as frevo, in vûÀok postural movements predominate. However, as Moore 
and ATamomoto explain, “throughout all activities, gestures and postures dXXQTOS&Q. 
Gestures may expand into postures”... and “postures may also be turned into 
gestures” (1996:189 emphasis added). In the particular case of passo, it is certainly 
the former case that prevails, as the pattern of movements of the gesturing foot 
frequently turns into a posture -  i.e. with the active participation of the whole body.
How the gesturing foot may lead the movements of the rest of the body, or, 
conversely, how the rest of the body is compelled to move in response to the 
movement of the gesturing foot, thus amplifying the magnitude of the footwork, can 
be illustrated through the analysis of a basic frevo step: pon ta-de-pé-ca lcan h ar.
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As its name suggests, ponta-de-pé-calcanhar is characterised by a series of touches 
with the tip of the toe and the heel, alternately. The kinetogram below illustrates, the 
gesturing foot commanding the series of touches. When the right foot touches the 
floor with the tip-of-toe of the right leg, at the right side of the body, the whole leg 
rotates inwards, and contracts by one degree -  as shown in the preparatory position, 
and beats two and four. The leg is extended and 
rotated outward, on beats one and three, so that 
the heel can touch the ground. The degree of leg 
rotations is left open, indicating that the dancer 
is free to choose what is comfortable for him or 
her. The pelvis participates freely in the 
movement sequence -  rotating to the right and 
left sides respectively, following the inward and outward rotations of the legs. The 
supporting leg is kept sliding and rotating consecutively, following similar directions 
of the gesturing leg, so the ball of the foot of the support leg rubs the floor to allow 
this rotation to happen. The body travels in space to the right side, while the series of 
touches is made with the right foot. The extended chest maintains its relationship with 
space, throughout the sequence -  as indicated by the space hold symbol. This means 
that it resists the movement of the pelvis, legs and the gesturing foot; and, in this way 
the upper body -  from the waistline upwards -  actually gives more impulse and 
sgility to the lower limbs. The arm movements have not been written in the 
I^etogram above because they are more often used freely, and do not define the step 
as such.
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In conclusion, ponta-de-pé-calcanhar is primarily characterised by the use of the feet. 
However, the successive alternate touches with the tip of the toe and heel require the 
active participation of legs, pelvis and upper body. Therefore, the whole body 
becomes involved in the dance commanded by the gesturing foot, and in this way a 
gesture is turned into a posture in frevo dancing.
In trocadilho [exchanging], the ‘tip-of-the-toe-and-heel’ gestures remain as one of its 
fundamental characteristics. From the perspective of footwork, it can be said that 
trocadilho is actually ponta-de-pé-calcanhar, performed just once to each side, 
sequentially. In other words, trocadilho derives from ponta-de-pé-calcanhar, 
particularly from the moment in which the transfer of weight from one foot to the 
other -  i.e., an exchange -  occurs, so that the toe-and-heel gesture can be performed 
with the opposite leg. There are, however, remarkable differences between these two 
steps, not only in terms of use of torso and arms, but also in terms of directions in 
space. In fact, the transfer of weight from foot to foot occurs simultaneously with 
changing of directions in space. Moreover, even though it is the footwork which once 
again commands the movement sequence and ultimately distinguishes trocadilho 
from other steps, the smallest unit which defines it must include movements of the 
whole body. In fact, trocadilho seems to be a type of crystallisation of postural 
movements derived from ponta-de-pé-calcanhar.
The kinetogram displayed below shows trocadilho performed with pivot turns -  as it 
is normally taught in accordance with Nascimento’s frevo in the feet teaching method. 
In the starting position, the knees of the supporting leg are slightly flexed allowing the 
hips to be projected forward. The trunk is slightly tilted backwards, and the chest
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rotated one quarter to the side. The left arm is placed overhead and the right arm is 
easily stretched along the body (normally holding the frevo-umbrella). On counts two 
and four, the arms, trunk and feet should 
reach similar positions as stated in the 
starting position -  regardless of whether 
trocadilho is being performed with pivot or 
hopping turns, at a lower or faster tempo. It is 
significant to note that in trocadilho, the 
projection of the pelvis forward should not be 
experienced as a ‘pose’ as such, but as a 
consequence of the foot being left behind 
with the toes touching the floor. As the body turns, the arms make circular paths 
around the body axis, helping the transfer of weight from one foot to the other.
-p
0 -
In actual solos, trocadilho is normally performed with 
hopping turns, instead of pivot turns, -  as shovm in the 
kinetogram displayed on the right, but with the movements 
for the arms, trunk and head the same as the ones indicated 
in the kinetogram displayed above.
The phenomenon of a foot (gesture) work being transformed into a postural 
movement (of the whole body), which is further crystallised into a new ffevo step, can 
also be illustrated by taking the dobradiça [hinge] and cha-de-barriguinha [small- 
belly-ground] steps as examples.
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No doubt, cha-de-barriguinha derives directly from 
dobradiça -  see kinetograms of the hinge, page 268. As 
one can see from the kinetogram displayed on the right, 
the similar pattern of footwork -  i.e., the transfer of 
weight from both heels to both balls of the feet -  remains 
in cha-de-barriguinha, with the sole difference that it is 
now performed with the legs in second position. The projection of the centre of 
gravity backwards and forwards is in reality a natural consequence of the footwork, 
but it has now been augmented to such an extent that it has become one of the central 
aspects of the step -  as suggested by its name. Small-belly-ground is indeed a 
humorous reference to the projection of the belly forward throughout the sequence.
As one can see, through the analysis of the frevo steps described in this section, the 
leading importance of the lower limbs -  particularly of the feet -  is not contradicted or 
diminished in any way by the active participation of the whole body in frevo dance. In 
this respect, it should be compared with the samba, as it is very similar to frevo.
It is currently said in Brazil that the outstanding sambista is the one who has the 
ability to dizer no pé [to communicate with the feet]. This colloquial expression not 
only synthesises one of the most important guiding rules of samba dance, but also 
tells us explicitly which part of the body plays the prominent role in the dance. This 
does not mean to say that the feet are the only part of the body that ‘speaks’ nor that 
the meaning of samba movements is confined to the feet motions only. What it does 
mean is that the feet are a central generator o f  movements, which ‘resonate’ and
ACT VI—Presenting frevo dancing ^ ^ 3
rebound through the rest of the body. Both feet are kept moving forwards and 
backwards alternately and quickly in a small and sliding type of step, which may 
sometimes turn into stamping on the ground. This repetitive movement pattern of the 
feet propels the rest of the body -  the legs, hips, arms and head -  to articulate freely 
through space to the rhythm of samba music. Therefore, it can be said that, in samba, 
if the feet do not ‘speak’ correctly or meaningfully, it would be virtually impossible 
for the rest of the body to be articulated convincingly.
The important role played by the feet in samba dance has also been acknowledged by 
Barbara Browning, who has portrayed samba as “the dance of the body articulate” 
(1995:1). After having recognised that, in the samba, “not only the feet speak”, the 
author describes samba dance movements as “a complex dialogue in which various 
parts of the body talk at the same time, and in seemingly different languages”. She 
summarises that “complex dialogue”, as follows: “the feet keep up a rapid patter, 
while the hips beat out a heavy staccato and the shoulders roll a slow drawl” (1995:2). 
No doubt. Browning’s verbal descriptions sheds some light on how the prominent 
foot work, in samba, coexists with the movements of other body parts. However, and 
possibly because the author’s observations were developed without the support of any 
method of dance notation and movement analysis. Browning was unable to offer any 
explanation whatsoever as to why the phenomenon of “the body articulate” occurs in 
samba dancing — i.e. because the gesturing feet while leading the movements of the 
rest of the body, transmuted themselves into a postural movement of the whole body.
It is noticeable that in passo, just as in samba, the feet command the movements of the 
rest of the body, like a central generator of movements, despite the fact that the
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dancers’ bodies -  from the tip-of-toe to the top of head -  move as a whole. The 
transformation of gestures of the feet into postures of the whole body might be 
interpreted as a natural consequence of the whole-hearted participation of passistas 
and sambistas in their dance performances. [See Tamires’ photograph next page].
Differently from samba, in frevo dancing, the feet not only play the prominent role 
but they are also used in full throughout the dance: the toes (including half point, 
point and upper part of the toes), the heels, the outer and inner borders are all explored 
in distinct steps. Moreover, in spite of being used in full, the feet seldom touch the 
ground fully -  even if for a brief moment. As Valdemar de Oliveira has remarked “the 
good passista is digitigradd’" -  i.e., s/he ‘types’ with their toes (1984:104).
In a great mmiber of steps the body weight is supported either by the heels or by the 
half toes, or by both, usually for no longer than a single beat. The regular transitions 
of the body weight -  from foot-to-foot or from one part of the foot to another -  
combined with the timing in which these transitions occur, which is dictated by the 
frevo-rhythm, result in an earth-bounded quality o f  spring which is typical of frevo 
dancing. In the majority of its steps the aerobic nature of frevo is obvious. However, 
the short space of time in which both feet are off the floor is barely noticeable in steps 
such as ferrolho, ferrolhando, dobradiça, locomotiva, metro subterrâneo, plantando 
mandioca, without a closer observation and movement analysis of these steps. [See 
kinetograms of the steps ferrolho and dobradiça on pages 267-268].
There is a widespread belief in local society that the way in which the feet are used id 
passo is related to the fact that passistas would dance barefoot on the street pavements
Tamyres de Azevedo performing 
Tip-of-toe-and-heel
Gavôa Hotel, Igarassu, 12* February 2000
Photos Maria Goretti
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of Recife, which are like hot plates during most of the morning and afternoon in 
summertime when carnival takes place. According to this belief, the high temperature 
of the ground would have impelled the passistas to jump or to keep changing the part 
of the foot that touches the ground. It is virtually impossible to know exactly the 
extent to which the temperature of the ground might have influenced the ways 
passistas started to use their feet, as they danced to the compelling sound of frevo; or, 
whether this was the case at all. The correlation makes sense though, particularly in 
relation to the frevo steps performed at middle level, because anyone who has had the 
experience of standing barefoot on very hot ground knows that, in the absence of 
shade nearby, one has no choice except to step (jumping or leaping) with different 
parts of the feet alternately.
It is worth noting that Valdemar de Oliveira refers to the earliest passistas as “a gente 
de pé no chao'' [the barefoot people], in his description of the origin of frevo and 
passo (1985:11) -  see note 84, ACT I  A n  fact, for many decades passistas used to fall 
into passo barefoot. Even when passo solos were performed for audiences in settings 
other than street-camivals, frevo dancers continued not to wear shoes in order to 
prove they were presenting the typical and authentic passo, as traditionally performed 
in Pernambuco. The first time I saw the dance group Balé Popular do Recife 
performing at the UNICAMP [Universidade Estadual de Campinas] in Sao Paulo, in 
the early 1980s, one of the things that most struck me was that none of the passistas 
Wore shoes. And yet, as they performed on a floor that was quite rough — i.e. 
uncovered concrete — they stood on the upper part of their toes — like a ballerina on 
pointe, but without wearing the full pointe shoes.
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At present, in dance class situations, it is possible for teachers and students to start 
dancing barefoot, but they normally put their tennis shoes on before performing their 
actual passo solos. Generally speaking, the great majority of passistas use tennis 
shoes^  ^ in their presentations -  including the passistas of the Escola de Frevo 
Nascimento do Passo. A few dancers, like Angelo Madureira for instance, may also 
wear the unblocked ballet shoes, but nowadays it is rare see passistas ‘falling into’ 
passo barefoot.
In frevo dance, the body moves as a whole but at the same time it is as if it had been 
divided into two main blocks: one below and the other above the waistline, which 
keep moving in opposite directions to each other. The pelvis normally follows the 
same directions as the lower limbs, whereas the chest, arms and head will go in the 
opposite direction. When the legs contract the arms will extend; when the legs move 
to the right the arms will move to the left. Therefore, a fundamental stylistic feature of 
frevo is the ‘orchestration’ of the body parts moving simultaneously in opposition to 
one another. The contrasting and simultaneous movements of upper and lower limbs 
are present in a great number of frevo steps, such as: the pontilhando, cruzeta, saci- 
pererê, passeando na pracinha, tesoura, ferrolho, ferrolhando, abrindo o leque and 
tramela, among others.
p
<s i j  ’
È 11.
As described in the notation on the left, in pontilhando 
[stippling], the gesturing right-leg establishes links 
between the right and the left sides of the body, vvhik 
dabbing the floor with the heel. The supporting left leg 
hops on every beat. The pelvis rotates to the right and left
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sides, accompanying the movements of the gesturing leg, whereas the extended chest 
maintains its relationship with space unaltered.
The kinetogram on the right shows typical arm 
variations in pontilhando, in which they are kept 
swinging to the sides and in the opposite direction to the 
gesturing leg. It also describes how the legs swap 
functions, and the sequence is inverted, on counts 3 and 
4 of measure 2.
Cruzeta [little cross] derives from pontilhando -  
particularly from the moment of transition in which the 
transfer of weight occurs. In cruzeta, the idea of cross or 
crossing is suggested by the combined positions of legs, 
arms and trunk. As described in the kinetogram on the 
left, the whole torso is kept slightly inclined forward 
and rotated towards the diagonal in which the heel touch 
occurs. The arms swing synchronically in the opposite direction to the gesturing leg. 
That is, when the right leg gestures to the left-forward-diagonal, the right arm goes the 
right-backward-diagonal, and vice versa.
In frevo dance, the arms act not as the leaders, but as helpers of the movements 
performed by the lower limbs. Quite often the arms counter-balance the movement of 
Ifte legs, as they move in opposite directions to one another, or in the opposite 
direction to the leg movements. In a number of low level steps — such as the
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locomotiva, plantando mandioca, ligadura, carrossel, among others -  the arm 
movements either provide more balance for the body, or give more impulse for the 
body to suspend itself, so that the legs can move freely into different positions and 
directions in space.
Plantando mandioca [planting cassava] is a 
low kneeling step -  as described in the 
kinetogram on the right. Throughout the 
sequence, the low supporting leg is bent to its 
extreme, and the change in the kneeling 
positions from one support leg to the other is 
facilitated by the up and down movements of 
the arms moving in opposite directions to one 
another.
Ligadura [linking] is one of many frevo steps 
that is performed in a squatting position -  as 
described in the kinetogram on the right. In the 
preparatory position, the left leg is fully 
contracted and supported on the half ball of the 
foot; and the right leg is extended to the side. 
The legs keep swapping positions throughout 
the sequence, also helped by the arms moving
upwards and downwards in opposition to one another.
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In locomotiva [locomotive], the contractions and extensions of the legs performed in a 
squatting position, suggest the movements of a 
motor or machine operating the traction of trains 
on the railroads -  as displayed in the kinetogram 
on the right. The arms open and close 
simultaneously with the forward kicks of the 
legs. In this way, the arms help the body to keep 
its balance on the balls of the feet in the 
squatting position.
The smallest unit that defines a significant number of ffevo steps is clearly 
circumscribed by the movement patterns of the lower limbs -  either the feet alone, or 
in conjunction with the legs. This is the case, for instance of the ponta-de-pé- 
calcanhar, pontilhando, chapa quente, saci-perere, passeando na pracinha, tesoura, 
dobradiça, ferrolho, ferrolhando, locomotiva and ligadura, among others. Many steps 
are characterised by the articulation of the whole body -  including arms, legs and 
torso, such as: the trocadilho, abrindo o leque, tramela, tramelando, plantando 
mandioca, carrossel, cruzeta and cha-de-barriguinha, among others.
Considering that not even a single step in fi-evo is characterised by the movement 
pattern of the upper body alone, it can therefore be said that the general style of fi-evo 
^ c e  is marked by the predominance o f  distal initiations, particularly from the
lower limbs.
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• Typical approaches to space
Aerial steps clearly pervade passo’s movement vocabulary; frevo is therefore an 
aerobic type of dancing. It does not mean, ho-wever, that the dance is exclusively or 
primarily oriented towards the upper levels. There are indeed a number of frevo steps 
which are performed with high jumps with leg gestures. Like for instance: the 
carpado, coice de burro, vôo da andorinha, o pulo do grilo, tesoura no ar and 
oscarito among other steps. The canguru [kangaroo] is a frevo modality in which a 
series of high jumps with leg gestures are performed sequentially. It can be compared 
with the large Australian kangaroo, which has strongly developed legs that allow the 
animal to move in great jumps -  each time the passista touches the ground, s/he 
immediately jumps back into the air gesturing with both legs in high jumps.
Having said that, it seems more appropriate to regard passo as an earth-oriented type 
of dance for two major reasons. Firstly, because the predominant type of spring which 
pervades most frevo steps is earth-bounded -  i.e. the amount of time spent in the air is 
very brief. And secondly, because the deep-low level is highly valued and used in the 
dance.
Passistas are proud of being able to sink until their legs are fully contracted in a squat, 
in order to perform the locomotiva, metro subterraneo, ligadura, show de bailarina, 
patinho, caindo nas molas and carancolado, among other challenging and difficult 
frevo steps and modalities. The use of squatting positions in frevo is remarkably 
different from ballet, in which the full bend of the knees -  i.e., a grand plié -
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seldom used in a choreography as a movement in its own right. In ffevo dance, on the 
other hand, it seems as if the low level exerts a type of magnetic power over passistas; 
who are delighted to show the audiences that they can dance with their legs contracted 
to their maximum extent, (i.e., a six-degree contraction).
In passo, the squatting position is called base or estaçào [station], an allusion to the 
fact that it is a point of departure and arrival for a number of steps at the lower level.
There are two main types of estaçâo, and both are performed with the heels off the
ground.
In the first example, displayed on the left, the knees are kept apart 
from each other, and the legs are rotated outwards -  as in a 
grand-plié en dehors in the first position. This 
position is used in steps such as the carrossel, 
pulo do sapo, ligadura, râ eletrizada, passa-passa-em-baixo, 
among others. In the second type of estaçào, illustrated on the 
right, the knees are kept together, as in a grand-plié in parallel. This position is used 
in steps such as the locomotiva, metro subterrâneo, patinho, among others.
T
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In a squatting position, passistas also walk forward, as in 
patinho [little duck], for instance -  illustrated in kinetogram 
displayed on the left. Or, they may stay on a single spot 
doing a ‘hard-job’, as suggested in steps such as plantando
mandioca [planting cassava] and locomotiva — already described on pages 288-289.
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Moreover, passistas are delighted to play with and to 
challenge the law of gravity in a low kneeling 
position. This can be seen, for example, in the caindo 
nas molas [falling on springs] step, displayed on the 
light, which is characterised by a series of falling on 
the knees, and bouncing back into a squatting 
position.
292
1
Ml-'
'A'
After falling on their ‘springs’, passistas are also 
delighted to perform aerial turns, in a low kneeling 
position, that nearly touch the ground -  as indicated in 
the kinetogram on the left.
Furfliermore, it is in a low kneeling position that the 
passista expresses his gesture of respectful salutation -  
as implied in the cumprimentando [greeting] step, 
displayed on the right.
Even the show de bailarina [ballerina show] in frevo is mostly performed at a low 
level. Show de bailarina is a frevo modality that brings together variations of moves 
performed on the tips of the toes, which resemble somewhat the ballet pointe-woà^- 
Passistas, however, most often keep their legs contracted by four to five degrees 
whilst they rise on the tips of their toes. [See Karla’s photos on the next page].
Karla de Albuquerque performing Ballerina Show 
Hotel Gavôa, Igarassu, Pernambuco, 12^  ^February 2000
Photos Maria Goretti
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Even though the low level is highly valued and explored in frevo dance, it is 
significant to note that there is no step in which the passista may lie on the ground 
with the whole body. The split in frevo might be regarded as one rare exception in 
which the dancer may ‘sit’ on the floor on their hips. However, the quick tempo in 
which passistas slide their legs apart and sink to the ground, and jump back to the 
squatting position, emphasises the active dynamic of frevo more than anything. When 
the frevo split is performed in a wide second position, the step is called ferrolhando 
em baixo [bolting at the low level]. This is because, while sitting on the floor, the 
passista continues to perform similar leg rotations so that the feet move to the right 
and left sides, suggesting the rapid actions of ‘bolting’ and ‘unbolting’.
It is also significant to consider the types of locomotion that predominate in frevo and 
those that do not exist at all. In frevo, there is no rolling, crawling, creeping, or 
running. The types of locomotion that prevail in frevo dance are stepping, jumping, 
leaping, and hopping. Somersaults and cartwheels may occasionally take place in the 
dance performances but are not used as often as those mentioned above.
It has already been said in section 6.1.1. The street carnival frame that the vast 
majority of frevo steps do not advance quickly through general space; and also that, in 
frevo, the predominant approach to space is flexible. From a stylistic perspective it is 
Important to analyse how the changes of fronts in space take place throughout the 
dance. Considering that sliding moves are almost completely absent in frevo, it is not 
surprising that swivelling turning on the supporting foot is seldom used by passistas. 
frr fact, pirouettes en dedans have been introduced in passo performances only very 
recently, by passistas Angelo Madureira and Jaflis do Passo. In frevo, the commonest
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ways in which the shifts in spatial direction occur are either the result of aerial turns, 
or the consequence of transfer of the body weight from one part of the foot to the 
other, followed by rotations of the legs and torso. The case of the tramelando will 
now be considered as it synthesises these two commonest ways in which changing 
direction in space occurs in frevo dancing.
II
r
Both kinetograms displayed on this page describe 
the step tramelando [latching], which is a variation 
of the tramela [latch] (see kinetogram on page 
260). The successive movements of squatting- 
raising positions are similar in both the tramela 
and the tramelando. In the tramelando, however, 
from a squatting position in parallel, the body may 
rise into a wide second position (i.e. the legs open 
sideways) -  as indicated on count one of the kinetogram above; or it may rise into a 
wide fourth position (i.e. one leg moves forward 
and the other backwards) -  as indicated on count 
one of the kinetogram on the right. In both 
examples, the right leg stands on the half ball of 
the foot and the left leg on the fiill heel on count 
one. On count two, the body leaves the ground 
briefly, allowing the feet to swap positions 
simultaneously -  i.e., the right leg now stands on 
the full heel and the left on the half ball of the
r1
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foot. The legs and trunk follow the changing positions of the feet in place, and as a 
result a continuous change in spatial direction occurs.
• The distinctive use o f  the frevo umbrella
The frevo-umbrella is without doubt one of the most distinguishable symbols of frevo 
dancing at present, and it has actually become an integral part of the dance 
performance itself. In this respect, Valdemar de Oliveira states that without the 
umbrella, passo cannot be characterised as such, as it is an element that must be ever 
present in the hands of an authentic passista (1985:112-113).
It is important, however, to consider that the function that the frevo umbrella had in 
the past was not as important and varied as it is now. Throughout the twentieth 
century, frevo underwent significant historical changes, which were also accompanied 
by shifts in the purpose, size, shape and use of the frevo umbrella as well. Originally, 
the umbrellas carried by passistas had the hidden purpose of being used as a 
clandestine weapon in the occasional fights, which used to break out quite often on 
the streets during carnival time in the early twentieth century. The umbrella therefore 
did not actually have a prominent function within passo itself.
This hypothesis that, originally, the primary purpose of the umbrella was that of being 
a disguised weapon for occasional fights is shared not only by Brazilian writers, such 
as Duarte (1968) and Oliveira (1985), but it is also widely accepted by lay people in 
brazil too.^  ^ I am in agreement with this opinion, and I also believe that passistas 
started to play, or juggle more and more with the umbrella while dancing to the sound
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of frevo. This was initially because they needed to give a joyous function to the object 
-  instead of simply carrying it as a burden -  and later because they realised that the 
umbrella can be -  and indeed is -  used as a powerful scenic (visual) object.
Originally, the umbrellas carried by the passista were the actual size of rain- 
umbrellas, but with the sole difference that they were tom to shreds and decorated 
with hanging objects -  such as ribbons, fruits, vegetables or anything else dictated by 
the passista-^/zoe5’ imagination. From the mid/late 1970s onwards, umbrellas of 
small size and covered with colourful fabrics started to be manufactured and sold as 
frevo-umbrellas in Recife. The decrease in size of the umbrella is closely associated 
with the creation of a new category of frevo steps: the passa-passas [pass-passing].
It is significant that, in the 1970s, Oliveira still regarded the small and colourfiil 
umbrellas used by female passistas as “a real infringement”. He says: “the true 
umbrella of the passista does not pass under his legs, in a jump equally false, as those 
young ladies do with their light parasols” (1985:114 emphasis added). Oliveira’s 
remark shows how trivial the use of the umbrella might have been in the 1970s -  
particularly if compared to the importance it acquired in the 1990s -  because the 
commonest way in which the frevo umbrella is currently used is by passing it under 
the passista’s legs. The second underlying message that can be inferred from 
Oliveira’s criticism is that the female passistas were possibly the creators of the first 
passa-passa steps. Generally speaking, women normally find it easier to lift their legs 
higher than the men -  this may explain in part why they might have introduced a new 
mode of using the frevo umbrella, according to their physical capabilities.
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The decrease in size of the umbrella certainly brought about the increase in the 
importance of the umbrella within frevo dance performances. It would be virtually 
impossible to perform steps such as the metro subterrâneo, britadeira passando, 
passa-passa-transverso, or the skipping rope, among others using standard size 
umbrellas.
There are two main categories of frevo passa-passas: the passa-passa steps which are 
variations of previously existent root-steps, and the ones which are not. The passa- 
passa steps which fall in the latter category were created through, thus they are 
fimdamentally characterised by, particular uses of the umbrella. The tesoura-com- 
passa-passa, for instance, is an actual variation of the root step toowra, whereas 
metro subterrâneo is a variation of the root step locomotiva. The major difference 
between the root steps and their variations is the act of passing the umbrella under the 
legs, as explained below.
Crossing-leaping steps occur equally in both the tesoura and tesoura-com-passa- 
passa steps. In the tesoura, after the crossing step 
has occurred on count one, the gesturing leg opens 
to the sides on count two, and the centre of gravity 
is divided between both legs, one standing on the 
half ball of the foot and the other on the full heel -  
see kinetogram on page 267. In the tesoura-com- 
passa-passa, on the other hand, the body weight is
.1
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supported by one of the legs only, whilst the other leg lifts to the side high level, 
allowing the umbrella to pass under it -  as shown in counts two and four of 
kinetogram above.
The forward kicks in a squatting position parallel 
are similar to both the locomotiva and metro 
subterrâneo steps. In the latter step, however, the 
kicks are performed at a high level (i.e., above 
the level of the hips) to allow the continuous act 
of passing the umbrella under the legs -  
illustrated in the adjacent kinetogram.
Steps, such as, passa-passa-em-cima [pass-passing-upper-level], passa-passa-em- 
baixo [pass-passing-low-level], pulando corda [skipping rope], for instance, and also 
the manejos de sombrinha [umbrella juggling] created by Antulio Madureira, and 
later re-created and expanded by his nephew Angelo Madureira, are all mainly 
characterised by the use of the umbrella.
It seems that the increasing importance of the umbrella in frevo dance is intertwined 
with one of the most significant transformations in the purpose of the dance: from a 
mere carnival entertainment to a professional artistic activity. In other words, the 
more stage-oriented frevo dance has become, the more important the use of the 
umbrella.
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# Dynamic energies in passo
Dynamics^  ^ is a broad concept not tied exclusively to human movement, but 
inextricably intertwined with meaning(s) in dance. Dance scholars are in agreement 
that consideration of how the body moves in time and space -  i.e. the movement 
transitions, including: the changes in muscular strength, alterations of time, flow and 
the full range of expenditure of physical/mental energies by the performer -  is 
fundamental for the underlying meanings of a given dance style to be unravelled.
Rudolf Laban, for instance, asserts that “it is in the transitions between positions that
an appropriate change of expression is made, thus creating a dynamically coherent
movement style”(l 992:84). Ann Hutchinson refers to dynamics in dance as “the
texture, the ‘colouring’, the light and shade -  in other words, the subtle manner of
performing a movement where such subtlety is not the result of minor physical or
spatial modification”(1996 b:29). For Doris Humphrey (1987) dynamics is “the
ingredient which adds spice and interest to living as well dancing”(p 97); it is “the
lifeblood of the dance”(p 102). Humphrey explains figuratively what dynamics
represents by making an analogy with a scale that extends from “the smoothness of
cream to the sharpness of a tack hammer”. She says:
“The whole scale is subject to endless variations in tempo and tension: 
slow-smooth with force; fast-smooth without tension; fast-sharp with 
tension (like pistol shots), moderate-sharp with little force (rather blunt), 
slow-smooth without tension (dreamy, sluggish or despairing) and so 
forth” (1987:97).
H u m p h r e y  d r a w s  s i g n i f i c a n t  i n t e r r e l a t i o n s  b e t w e e n  t h e  s h a p e s  a n d  s p e e d s  a t  w h i c h  
D i o v e m e n t s  m a y  o c c u r  w i t h  t h e  c o r r e l a t e d  m e a n i n g s  t h e y  e v o k e .  S h e  e x p l a i n s ,  f o r
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instance, that circular movements in general -  including turns and swings of the arms 
and the legs -  cannot be made to look sharp, because the very nature of the curve is 
smooth and continuous {ibid. p 98). In her opinion, sharp movements must always be 
fast {ibid. p 101). Humphrey points out that if the same sequence of movement is 
performed in different dynamics its meaning is altered; and she also notes that “the 
alternate dynamics are rich in interest, and refreshing” {ibid. p 101). So, in order that 
monotonous textures of movements be avoided, she suggests to her dancers an 
exercise in which they create a sequence of movement and perform it in four different 
dynamics: varying from smooth-slow to sharp with fast accents.
Individuals normally have a certain predilection for certain types of dynamics, but 
they are also capable of introducing variations on the dynamics they tend to move in 
habitually. Similarly, distinct types of dynamics prevail in distinct types of dance, 
even though dynamic variations within one single dance tradition can also be 
perceived. These variations occur mainly because individual dancers introduce their 
own ways of executing/interpreting the pattern of moves established by tradition. As 
Judy Van Zile has pointed out “the use of energy is a key factor in setting apart one 
dance genre from another and the dance of one individual from another” (1977:92).^ *^
In this section, the distinguishable characteristic of frevo dance style will be 
evidenced through comparisons with ballet. I will examine, for instance how the 
flexion/extension of the legs and the use of the full pointes take place differently 
mainly as a result of the distinctive dynamic energies used in each dance. There are 
two major reasons for having chosen ballet as a counterpoint for frevo. Firstly, I 
considered that the contrasting differences of the effort-qualities applied in ballet and
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frevo might facilitate the process of setting apart one dance style from the other. 
Secondly, I have kinaesthetic knowledge of both dances; and I also took into account 
the fact that ballet is one of the most well known dances in Brazil and worldwide, so 
the chance of potential readers being familiar with the subject would be greater.
No doubt, flexion and extension of the legs permeate a great number of frevo and 
ballet moves. It can be seen however that, in each dance, the bending of the knees and 
stretching of the legs are performed in remarkably different ways, particularly in 
relation to the effort-factor flow. It seems that the degree to which free and bound 
flow are present in frevo and ballet is inversely proportional: whereas in frevo free­
flow prevails, it is virtually non-existent in ballet. Whereas bound flow prevails in 
ballet it is seldom present in passo.
In ballet, the plié is subdivided into two major types: demi-plié and grand-plié. Both 
pliés are preparatory movements, which are mostly used to give impulse to aerial 
movements and pirouettes, and to soften the landings. In other words, the main 
fhnction of plié is to provide a link between one movement and the next by lending 
softness and lightness to these movements.^^ In ballet, “all rises, relevés and jumps 
begin and end with a plié or fondu’\  says Lawson (1979: 29) The pliés in ballet are 
performed in different timing in order to facilitate the steps that precede or follow 
fbem. “A slow, very controlled demi-plié may be excellent if, for example, the dancer 
Is to step into a pose during an adage. However, such timing could wreck a jump of 
Sf'cind élévation or a multiple pirouette, both of which might be better with a swift and 
all'but imperceptible quarter ;?/M”(Lawsan 1979:65). Moreover, the rule that ballet 
dancers must never ‘sit’ in a plié -  either before or after any movement -  is
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axiomatic. This means that ballet dancers must feel an inner energy pulling their body 
upwards, as their centre of gravity descends and their legs contract. This basic ballet 
principle pervades most ballet steps, in one way or another, so that the body is 
lengthened to its maximum, thus providing lightness to the often sustained ballet 
movements.
The frevo "pliés\ just as in ballet, also soften the landings and give impulse to the 
leaps, jumps and hops. However, in the vast majority of passo’s lexicon of moves the 
series of landing and taking off have an entirely different quality to that prescribed in 
the ballet pliés. As the supporting leg hops, in steps such as pontilhando, saci-perere, 
rojao, chutando-de-lado, passa-passa-em-cima, among others, it bends in a one- 
degree contraction -  just as in a quarter plié. However, the aerobic nature of frevo and 
its free-flow character prevent the heel from pressing into the ground in a sustained 
manner. In frevo dance, there is no such a thing as deep and very deep demi-pliés -  in 
which the legs contract respectively in two or three degrees with both feet planted on 
the ground. Moreover, in frevo, there are no movement sequences equivalent to the 
ballet which undoubtedly constitute the epitome of sustainment in dance. As
there is no rule prohibiting sitting in the frevo 'grand pliés the position becomes a 
squatting position, more often performed in a dynamic which is free (in flow) and 
quick (in time). Frevo squatting positions might even be regarded as intermediary 
moments of recovery when they alternate with movements that demand greater 
exertion of energy.
In many frevo steps, squatting positions function as actual springboards that propel 
the body to rise back again into a standing position. This is the case, for instance, of
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the tramela. In the tramela, one can see the key pattern of “fall and recovery” -  that 
is, the giving in to and rebound from gravity -  which is the core of Humphrey’s 
theory of motion, being expressed in a typical frevo style.
In frevo, the impulse to lift the body off the ground, does not necessarily come from 
the pressure of the feet on the floor. In the low level frevo steps, such as the 
locomotiva, plantando mandioca and ligadura, for instance, it is the abdominal force 
combined with the impulse generated by the arm movements which lifts the body 
upward into the air -  thus allovring the legs or the whole body to move in space.
Furthermore, the earth-bounded jumps of the middle level frevo steps normally have a 
dynamic that is fast-sharp and with tension. In dobradiça, for instance, the 
transference of body weight, from both heels to the half balls of the feet, is not 
accomplished through a smooth and rolling action, but quickly and in an accented and 
energetic manner. Similar fast-sharp dynamics can also be perceived in steps such as 
the ferrolho and ferrolhando among others, in which the constantly changing 
positions of the feet combined with leg rotations and changes in spatial direction are 
carried out simultaneously and in a quick tempo.
The pointe work in ballet and frevo are also remarkably different. In ballet dance, the 
pointes are the symbol of femininity, and are used in order to convey lightness, 
elegance, and grace. Thus, only the ballerina uses pointe shoes to add a finishing 
touch to movement. In this respect, Lawson remarks vehemently: “No! The pointes 
^e not the finishing touch to the male dance”( l979:98). Moreover, the heWcX pointe 
''^ ork must be silent. Whilst performing a pas de bourrée sur les pointes^ for instance.
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the ballerina marks the beat of the music with her pointes quickly, albeit silently -  at 
least this is the ideal.
In frevo, both male and female passistas rise on the tips of their toes without using 
pointe shoes -  as already stated in ACT V (p 225), there is no gender differences in the 
frevo training. Male and female passistas may sometimes rise on full pointes for a 
brief pose, or to perform earth-bounded jumps -  either on the spot or moving through 
space. The energy quality exerted in these earth bounded jumps on pointe is normally 
quick and strong, thus masculine. In the britadeira, for instance the tip of the toes 
supposedly ‘perforate’ the ground. The britadeira [pneumatic drill] is a machine that 
is used to break up street pavements (or large stones) with rapid, strong thumps; and 
this is also the image implied in the colour and texture of the movements of the step. 
The show de bailarina is a frevo modality in which the pointe work is also intensely 
explored. In this case, however, lightness and sustainment are exercised to a much 
greater degree -  in comparison with other frevo steps and modalities.
It is true that the degrees to which strength, sustainment, and velocity are applied in 
frevo vary not only from one step to the other, but also from one passista to the other, 
while performing the same frevo steps. Nevertheless, it is also possible to verify some 
recurrent approaches towards the effort components of: weight, time, and flow which 
pervade the passo lexicon of moves.
No doubt, a high degree of muscular force (or pressure), which in Laban’s effort 
terminology is classified as strong-weight, predominates in frevo dancing. The 
constant presence of bodily force explains why the most outstanding images conveyed
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by frevo movements are related to strength and masculinity. It should be noted that
women did not originally ‘fall into’ passo on the streets during carnival time; and also
that for many decades frevo was regarded a male dance par excellence, or a
demonstration of manliness. The idea that frevo did not suit the lightness and
gracefulness of women was still advocated, for example, by Valdemar de Oliveira in
the 1980s, with the statement:
“Women may indulge as much as they can in passo displays, but they will 
never be convincing. They lack virility, the indispensable virility for the 
combat of the dance. Passo was not made for women”(l 985:114,116).
It now seems, however, that the situation has been reversed, and it is possible that
there are even more women dancing passo than there are men.^  ^ Nevertheless, the
prevailing masculine type of energy used in frevo dance certainly remains. "^^
The presence of strong-weight in frevo dance might also be interpreted as being 
connected with the fact that passo was created by manual workers, whose jobs 
required the constant employment of muscular force. This category of workers are 
therefore accustomed to "pegar no pesado'' -  as Brazilians say [i.e., to handle the 
heavy stuff] in their daily working routine. It is worth noting that the world of labour 
is also evoked in the hard-working nature of frevo dancing and particularly through 
the names given to a number of steps, which quite often refer to working activities, as 
in the case of plantando mandioca [planting cassava], for instance; or to instruments 
of work -  such as the tesoura [scissors], dobradiça \\Àngé\, ferrolho [bolt], tramela 
[ l a t c h ] , [ s c r e w ] ,  britadeira [pneumatic drill] and so forth.
In frevo dancing, the predominant type of approach to time, or the speed with which
the niovements succeed in time, is often quick — rarely moderate, and never slow,
35
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Passistas therefore fit into both the categories of time-racers and weight-forcers -  as 
Laban and Lawrence have classified those who are constantly running against time 
and struggling against gravity (1974:63). However, to say that passistas are struggling 
against time should not be interpreted as if they were in a hurry, or anticipating the 
future. Paradoxically, it is through quick motions that the dancer becomes completely 
submerged in the here and now -  as if time had stopped for them.
Laban has also taught us that “the finer shades of style will be understood only after a 
thorough study of the rhythmic content of the attitudes in which a definite series of 
effort combinations has been used” (1992:85 emphasis added). Considering that the 
interplay between the uses of energy and time is what produces a variety of colour, 
texture and expression in dance (Hutchinson 1996 b:30); it is therefore necessary to 
investigate how these two effort components: time and weight interrelate in frevo.
According to Laban’s and Lawrence’s ideas, rhythm is a phenomenon that can be 
perceived not only audibly but also visually. In other words, just as dance movements 
carry rhythmic qualities, musical sounds are expressions of bodily efforts. The authors 
explain that:
“if we see a musician playing on the screen, and the sound track should 
fail, it is still possible to discern whether the tune is vivid or languid, gay 
or sad. In watching dancing, our interest is focused upon the visible efforts 
forming the rhythm expressed by movements. In a similar way we can 
discern the rhythm in the efforts of any working person”(1974:5).
Moreover, the effort-rhythm qualities of body movements and sounds are evocative of 
intentions and emotional contents. That is, “rhythm conveys something by which we 
are influenced: we may be excited, depressed, or tranquillised” (ibid. 1974.5).
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Following the ‘effort-rhythm’ line of inquiry, it is significant to observe how the 
syncopated rhythm of frevo is expressed in body movements in passo, and also how 
the emotional contents of frevo and passo are intertwined with the mood of carnival 
celebration as well.
It is the presence of the syncopated motor rhythm in frevos-de-rua and its absence in 
frevos-de-bloco that ultimately determines contrasting differences between these two 
types of frevo which, apart from the binary rhythm, have little in common.^^ The 
moods and emotional contents they evoke are radically different: whereas the frevos- 
de-blocos invite listeners to sing, frevos-de-rua instigate them to dance.^^ This 
confirms, as Bartenieff and Lewis have pointed out, that: “syncopated rhythms always 
arouse excited body involvement”(1997:71).
Doris Humphrey, who classified rhythm into four types: phrase rhythm, partly 
unconscious rhythm, motor rhythm and emotional rhythm,^^ affirms that the motor 
rhythm is the most important for the dancer because the original dance began with the 
feet,^  ^as it is gravity that provides the beat potential, the compelling beat. By using 
Humphrey’s ideas, it can be said that the ease with which the syncopated motor 
rhythm of frevo de rua is understood by anyone who listens to it, might explain why 
folioes get so excited, or carried away by it. The question of why frevo dance 
uiovements convey the ideas of liveliness and excitement can also be explained 
through Humphrey’s theory of motion as ‘fall and recovery’. The author explains 
that:
“All life fluctuates between the resistance to and the yielding to gravity.
Youth is “down” as little as possible; gravity holds him slightly to earth.
Old age gradually takes over and the spring vanishes from the step until
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the final yielding, death. There are two still points in the physical life: 
motionless body, in which the thousand adjustments for keeping erect are 
invisible, and the horizontal, the last stillness. Life and dance exist 
between these two points and therefore form the arc between two deaths.
This life span is filled with thousands of falls and recoveries -  all highly 
specialized and exaggerated in the dance -  which result in accents of all 
qualities and timings. If these movements, especially of the feet, 
augmented by other parts of the body, are organized into rhythmic 
patterns, they are connected as by an umbilical cord to everybody’s life.
The more speed and bounce they have, the more youth and vitality are 
suggested and remembered. The more weak and sparse the up accents, 
the older and less dynamic they seem. This is not to suggest that youth is 
good and old age is bad, but is merely a clinical observation as to the way 
these impressions of young and old arise rhythmically” (1987:106,107).
In short, frevo is a bouncing and rapid dance thus the dance movements suggest youth 
and vitality. Considering that the predominant dynamic in fi*evo dance is fast and 
sharp with tension, the dance movements could never convey the ideas of calmness, 
quietude, sweetness and the like. As Humphrey explains “it is axiomatic that sharp 
dynamics plus speed is stimulating and that smooth plus moderate or slow is 
soothing”(1987:98). No doubt, all adjectives -  such as lively, impetuous, explosive, 
energetic, aggressive, vigorous, vibrating and so forth -  which translate ways of 
performing that involve a rise in energy, are suitable for characterising the whole 
fi-evo phenomenon -  including the dance, the music and the frevo-club processions.
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6.1.4.The movement vocabulary of passo
The task of identifying the basic ‘moves’ of the dance that often unfolds seamlessly in 
time is a preliminary step that will enable the dance analyst to apprehend the syntactic 
principles that connect these minimum units of the dance. According to Foster’s 
guidelines for reading dance, before being able to discern how these moves are put 
together, the viewer needs, in the first place, to identify the basic building blocks of 
the dance.(l 986:88,90)
A number of minimum units of frevo -  i.e. the frevo steps -  has already been 
identified and described in Labanotation and verbally throughout the chapter. In the 
case of frevo, the task of identifying the minimum units of the dance is very 
straightforward. It can easily be done by anyone who has both attended frevo classes 
and watched frevo dance performances; because, as with ballet, frevo already 
possesses a catalogue of legitimate movements determined by tradition, from which 
its vocabulary is drawn."^  ^ Moreover, these basic building blocks of frevo dance, 
which make up its lexicon of moves, have also received names and they are referred 
to by name in most frevo technique class situations. Therefore the viewer well versed 
in the lexicon of passo can easily tell which selection of movements has been made by 
4 passista in his or her dance performances.
The more popular frevo dance has become in Recife and the greater the number of 
frevo courses available in Recife, the more variations can be seen in terms of 
executions of particular frevo moves as well as in the names attached to them. In 
contrast to the ballet lexicon, which has been documented in a number of
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dictionaries/^ the names of frevo steps have been passed on from one generation to 
the next through oral tradition only. Consequently, the chances of the same sequence 
of move being known by different names is greater. Some frevo dancers in Recife, for 
instance, name the trocadilho [exchanging] step as ponta-de-pé-calcanhar [tip-of-the- 
toe-and-heel] “with both legs”. One of Nascimento’s vrishes, as he once mentioned in 
a informal conversation, is to bring together all frevo teachers in Recife in order to 
discuss the names of frevo steps; which, in his opinion, should not vary.
In relation to the dance cultures which possess a well-defined movement vocabulary,
Foster affirms that the dance movement vocabulary “sets structural limits on the
number and kinds of moves”, and also “determines their discreteness”(l986:91
emphasis added). In the particular case of passo, however, it seems highly
questionable that the movement vocabulary actually sets structural limits to the
number of moves allowed within the dance. In fact, one of the greatest characteristics
of frevo dancing, evidenced by the widespread belief that is shared by practitioners
and scholars, is that frevo has an unlimited number of steps. Leonardo Silva, for
instance, states that “frevo has as many steps as the passista’s inventiveness allows”
(1977: unpaged). In this respect, Nascimento do Passo states that:
“The number of steps that frevo has is as great as the number of people 
from Pernambuco, because everybody in Pernambuco says that s/he 
dances frevo, and everybody has to be respected. Since frevo was bom 
here [in Recife], then everybody may dance frevo. But each one dances in 
his or her own way.”"^^
It is true that most people are capable of dancing to the sound of frevo, but this does 
not mean s/he is able to perform the moves of the frevo lexicon. Therefore, the idea 
(or idealised notion) that "everyone in Pernambuco dances frevo” is certainly an
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expression that cannot be validated in actual reality. In fact, the first time that I heard 
Nascimento stating his opinion about the non-existence of a limited number of frevo 
steps, quoted above, I thought he had uncritically assimilated the dominant discourse. 
It sounded contradictory to me that a renowned Master of passo, who has deliberately 
emphasised the value of passo technique, and the necessity of regular practice of a 
certain number of steps already fixed by tradition, was paradoxically reinforcing this 
vague notion about the unlimited number of frevo steps. However, after having 
considered carefully the reasons and implications of passo being regarded as either 
having or not having a fixed number of steps, I came to the conclusion that if passo 
was thought to have a limited number of steps, this would imply that room for 
creativity within the dance would have to be more limited than it actually is at present. 
As a result, innovations would probably be regarded as undesirable deviations. 
Therefore, Nascimento’s view is, in reality, an acknowledgement and valuing of the 
space for personal creativity and self-expression that has always existed within frevo 
dancing. So, there is no contradiction in his cherishing both the acquisition of passo 
technique and the room for creativity as they complement each other.
Moreover, Nascimento does not hesitate to point out that the creation of new steps has
accelerated since his recreational frevo school was founded in 1973 — he says:
“The creation of the school was a continuation of that vision that through 
teaching one leams and acquires the capacity to do better than those who 
have learned before. With the little that one leams, one can create, and re­
create. The proof is that the traditional steps were the tesoura, parafuso, 
saca-rolha, dobradiça and cha-de-barriguinha. These were the most well- 
known traditional steps. Then, suddenly, with the creation of the 
Recreational School Nascimento do Passo, appeared the tesoura no or, 
tesoura in retrospecto, vôo da andorinha, coice de burro, passo do
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gringo, pulo do grilo, britadeira, britadeira parada, britadeira andando, 
britadeira passando and festival de bailarina. There is also the metro 
subterraneo, and the metro de superficie. As you can see, the number of 
more difficult and challenging steps is greater than the number of old 
steps. And the children are coming up with more and more new moves; 
such spectacular movements! (...) Without classes we would never have 
gone beyond the tesoura, parafuso, saca-rolha, dobradiça. Do you 
understand?”
In fact, the ever increasing number of frevo steps might be regarded as one of the 
most visible positive changes that frevo dance has seen during its life span of 
approximately one hundred years. In the mid 1940s Valdemar de Oliveira"^ describes 
fourteen steps, that in his words, “have already become fundamental in the passo of 
Recife” (1985:104). By the end of the 1970s Leonardo Dantas Silva stated that he, the 
folklorist Jurandy Austermanm and Nascimento do Passo, had catalogued forty-eight 
passo steps -  twenty of these steps are verbally described and illustrated with 
photographs in Silva’s Frevo: ritmos e danças, 1977. In 1995, André Madureira, 
director of BaU Popular do Recife, affirms that frevo dancing has approximately two 
hundred steps, which he classifies into three categories: authentic, re-created and 
invented."^  ^ In a tape-recorded interview -  recorded at his house in Casa Forte on 27 
January 1996, Angelo Madureira stated that he had made an inventory of about three 
hundred frevo steps, including those steps characterised by passa-passas and 
umbrella juggling. It should also be considered that the number of steps that make up 
Nascimento’s teaching method has also been gradually increasing -  as already stated 
in vfCT F, (page 231) -  and this might also be understood as a natural consequence of 
the ever growing number of steps within this dance genre.
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In the course of this research and for the purposes of movement notation, I have 
classified the passo movement vocabulary according to the spatial level(s) at which its 
elements occur, such as: low level steps, middle level steps, aerial jumps with leg 
gestures, and multiple level steps -  i.e., steps in which multiple space levels -  low, 
middle and high, are used concurrently; such as the tramela, tramelando, abrindo o 
leque, and folha seca. The passa-passa steps, which are characterised by the use of 
the frevo umbrella, were taken as a distinct category which encompasses all space 
levels including the aerial movement.
In Ramos’ opinion, however, the countless passo steps should be classified into 
“families”. Even though he did not have a ready-made answer to the question of how 
many families in total there are in frevo dancing, Ramos explains that the family of 
the ‘tip-of-the-toe-and-heel’ steps is the largest of all. As far as I could understand, it 
brings together all sequence of moves in which the tip of the toes and heels are used 
either as gestures or to support the body weight. Therefore, this categorisation 
integrates the pontinha-de-pé, trocadilho, chapa-quente, dobradiça, cha de 
barriguinha, massapê, tesoura, passeando na pracinha, pontilhando, and so forth.
In response to the question: “do all low level steps belong to the same family?” 
Ramos replied: “No. Nao tem nada a ver [that has ‘nothing to do’ with it], for 
instance, you perform the patinho [little duck] step, and then a passa-passa em baixo 
[low-pass-passing]. These steps are very different. From patinho you may do a 
plantando mandioca [planting cassava], for instance, because they are inter-linked. 
This is what I mean by a family.”
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May one perform, from a Tittle duck’, steps such as the Toad jump’, ‘liking’, 
‘electrified frog’, or ‘carrousel’? I asked Ramos, and he replied: “Yes, that is, from 
the ‘base’ you can. The ‘father’ [of the steps] is the ‘tip of the toe and heel’, whereas 
the ‘base’ is the ‘mother’, because the mother is always everybody’s favourite. 1 
mean, it is through the mother that we can do everything. It is from the base that we 
have the technique of doing other steps, even those with the feet off the ground.”"^^
It is noteworthy that in this passage, Ramos not only makes explicit the high 
importance of the low level steps in frevo -  by saying ‘Through the mother (i.e. the 
base) we can do everything”; but he also reinforces my general impression about the 
passistas preference for low level steps -  when he affirms that “the mother is always 
the everybody’s favourite.”
And what about the aerial moves, do they have a family? -  was my next question to 
Ramos. “ Oh, yes, they do” Ramos replied and went on to explain: “for instance, you 
may come firom a low electrified frog, in which you are already removing the foot off 
the ground. Then, you do the electrified firog at the higher level. After that you may do 
the ‘jumping rope’, the ‘Oscarito’s scissors’, ‘scissors in retrospect’, ‘scissors in the 
air’, the ‘donkey’s kick’, the ‘kangaroo’, and so forth.
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6.1.5. The syntax of passo
The investigation of the principle(s) that inform(s) the selection and combination of 
individual moves or the analysis of the syntactic principles that connect them is the 
next task to be undertaken by the dance analyst, after s/he has isolated the minimal 
units of the dance on the basis of specific lexicon of moves. Foster explains that 
syntactic principles govern the dance as a whole and give “internal coherence to the 
dance” (1986:92). Therefore, when considered along with style and mode of 
representation of the dance, they account for its narrative development (1986:97). 
Foster loosely brought together syntactic choices, such as repetition and variation, 
under three major headings: mimesis, pathos and parataxis.
The principle of mimesis -  which is characterised by repetition or recurrence -  
certainly prevails in fi-evo dance performances. This is the case, because passistas 
quite often repeat each step -  i.e., the minimum unit of the dance that is normally 
composed of a short phrase of movement — at least two or three times before s/he goes 
on to the next chosen step, or phrase of movement. And also because, in frevo dance 
performances, the syntactic choices of movement are meant to be based on the 
equivalent structure of the accompanying music."*^
The principle of pathos — which is characterised by a given theme governing the 
Movement — seldom governs frevo dance performances. This principle can be seen on 
Ihose rare occasions in which the passista interprets some of the frevo modalities, 
such as: the passo do cinqüentâo [the fifty year-old man’s step], or the passo do 
bêbado [the drunkard’s step].
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Variation, which is, in Foster’s opinion, “the most prevalent paratactic technique"*  ^for 
arranging movement”( l986:96), is also present in frevo dance performances. The 
commonest variations accomplished by the passista in frevo performances are related 
to time and space. That is, a single move may be performed either on different planes, 
shifting different directions; faster or slower, punctuated with stillness, or accented to 
give it a rhythmic pattern.
Given passo is an improvisational dance and in improvisational dance performances 
the dancer/choreographer has the freedom to choose any of the syntactic principles 
mentioned above (Foster, 1986:95), the discussion of the idiosyncrasies of passo 
improvisation that follows will therefore provide further clarification of the structural 
rules and norms which govern the syntax of frevo dance performances.
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6.2. Discussing improvisation
6.2.1. Improvisational phenomena: some preliminary considerations.
Before trying to grasp the idiosyncrasies of passo improvisation, I will discuss briefly 
some fundamental characteristics of the general improvisational phenomena that are 
present in many dance cultures. In fact, improvisation is an all-pervasive phenomenon 
that is present, in many different ways, not only in distinct types of dances and 
performing arts throughout the world, but also in many activities which are part of our 
daily lives.
As we all know, time moves ceaselessly and nothing is permanent. Thus, the vast 
majority of things that happen in the universe are to a greater or lesser extent 
unprecedented, unpredictable, and will never be repeated. Improvisation may 
therefore be understood as the result of the human ability to respond creatively to 
unpredictable situations that inexorably permeate the entire process of our lives.
It is customarily accepted that one is improvising when one is making or doing 
something “without arranging it or planning it in advance”. (Cobuild 1993:731) In 
this sense, sometimes we say that we have improvised a meal for a friend who arrived 
at our home unexpectedly, meaning that we have prepared a dish using the ingredients 
We had at hand, or that we have used those ingredients imaginatively by mixing them 
iu a slightly different way from the usual. Following a similar train of thought, it can 
said that the phenomenon of improvisation permeates most informal conversation, 
^®cause we speak as we think, quite spontaneously or instinctively, without 
PJ'eplanning the content of what we are saying.
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Within the context of the performing arts, it is commonly said that performers are 
improvising when it is presumed that they are acting, playing or dancing freely and 
spontaneously, and principally led by their own imagination and creativity. In short, 
performers are improvising when they are creating/performing on the ‘spur of the 
moment’, rather than simply interpreting/executing a ready-made composition that 
they have learned or rehearsed prior to the performance.
In fact, the fusion o f  creation with execution happening in real time, is one of the 
most fundamental characteristics of improvisational phenomena. In the field of dance, 
this implies being simultaneously a choreographer and a performer.
Dance scholars from different backgrounds, who have examined the nature of 
improvisation in different types of dance cultures partake of a similar opinion. 
Adrienne Kaeppler, for instance, defines the phenomenon of improvisation in distinct 
dances from Hawaii and Tonga as “a mental, aesthetic, and philosophical act during 
which one composes or choreographs almost simultaneously while performing.” The 
author further states that “the improvisatory dancer is not primarily a performer”, but 
“a choreographer who can also perform”(1987:21).
Similarly, Blom and Chaplin state that “dance improvisation"^^ fuses creation with 
execution”. The authors use the term “creative movement of the moment” to describe 
the instant at which “the dancer simultaneously originates and performs movements 
without preplanning.” For Blom and Chaplin, dance improvisation “is a way of
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tapping the stream of the subconscious without intellectual censorship, allowing 
spontaneous and simultaneous exploring, creating and performing” (1988:x).
The idea that improvisation in dance happens when there is the fusion of creation and 
execution of body movements in real time presupposes the existence of two 
interrelated basic conditions: the lack o f  preplanning and spontaneity. This means 
that a dance is improvised when it is at once conceived and materialised not only 
unpremeditatedly but also spontaneously on the spur of the moment. There are 
countless examples demonstrating this assertion in different dance worlds. Anca 
Giurchescu, for instance, states that “whenever improvisation occurs it happens 
spontaneously during the performance and without any previous preparation” 
(1983:27 emphasis added). Peter Cresswell remarks that “improvisation by definition 
has to be spontaneous” (1990:51). In response to the question: “what of, as a 
philosopher might ask, the ‘aboutness’ of improvisation?” Blom and Chaplin remark: 
“spontaneity is one of its constituent parts” (1988:7). For them, improvisation in 
movement “is analogous to free association in thought”, which in Lawrence Kubie’s 
opinion is “the most spontaneous, primitive, natural and creative process” (cited in 
Blom and Chaplin, 1988:x).
Although a number of dance scholars are in agreement that ‘spontaneity’ and the 
absence of preplanning’ are pre-conditions which must be present in situations in 
which improvisation in dance occurs, the set of interrelated meanings and 
assumptions that these terms carry are quite often problematic. The ‘lack of 
proplanmng’, for instance, should not be understood — or rather misunderstood — as 
being the complete lack of a method, strategy, training, techmque or preparation in
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achieving something. In this respect, Hardja Susilo has made a subtle, but significant, 
distinction between general and specific preparations, which is very useful to dispel 
widespread misunderstandings. Susilo agrees that improvisation “suggests absence of 
preselection and specific preparation and that it is unlikely to be repeated in exactly 
the same way”( l987:1). However, the author also clarifies that “the word specific 
should be emphasised to distinguish it from years of general preparation a musician 
must have before he is able to improvise”(1987:9 footnote No. 4, emphasis added).
No doubt all creations result from previous knowledge and experiences. In all kinds of 
creative practices -  including improvisation in dance -  the individual’s ability, or 
dexterity in creating is intrinsically marked by the background knowledge s/he has. 
This means that spontaneous creations can only materialise because the creator has 
already learned or embodied some type of skill.
It is true that in the specific area of dance improvisation, it is commonly said that 
“you can improvise in dance even if you’ve never studied dance”, and that “all you 
really need is the basic ability to move that you use all the time” (Blom & Chaplin 
1988:28). Or, as expressed by Joyce Morgenroth (1987:XV) “dance improvisation 
does not require prior skill”. However, dance improvisation instructors know how 
problematic or even fimstrating it can be to work with a rather heterogeneous group 
that includes both very experienced and inexperienced dancers. When this situation 
arises, Morgenroth suggests that the teacher should group the dancers according to 
their level of experience and “if appropriate, the improvisations can be adapted so that 
the beginners have simpler versions to work with. Then the more experienced dancers
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can work together for a while, for the satisfaction of working at their capacity” 
(1987:xv)
Therefore, it is undeniable that through attending dance improvisation classes 
improvisers will improve their improvisation skills, or they will become more and 
more familiar with distinct methods, techniques, strategies that will deepen and 
enhance the quality of their improvisational experiences.
The premise that the dancer’s ability to improvise is improved through actual training 
is applicable not only in the specific area of ‘dance improvisation’ but also in 
countless types of dance cultures in which creative or improvisational practices play a 
fimdamental role. It becomes clear, therefore, that it is the familiarity with certain 
types of movement skills, i.e. the general preparation, which enables original 
inventions to spring up ‘spontaneously’ on the spur of the moment. As Leonard 
Meyer (1987) explains, it is only when “skills become deeply ingrained as habits of 
mental/motor behaviour” that stylistic choices^^ can then be made “instinctively”.
Meyer’s debate on ‘stylistic choices’ sheds new light on the discussion of 
spontaneity’ — regarded by many as one of the principal attributes of improvisational 
dances. If it is true that spontaneity is achieved through practice and familiarity with a 
particular type of skill that one intends to master, and also that every time an 
apprentice masters a given skill, s/he acquires the ability to respond to a given 
situation ‘instinctively, ‘involuntarily’, or in a word: ‘spontaneously  ^ it follows that 
spontaneity is a quality that needs to be achieved by any qualified dancer, or 
performer. In other words, ‘spontaneity’ is an ingredient that must be ever-present, in
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one way or another, to a greater or lesser extent, in all types of dance cultures -  and 
not only in those regarded as eminently improvisational.
To understand spontaneity as a skill to be mastered through training does not negate 
the role played by what people often regard as ‘innate talent’ -  quite often seen as one 
of the contributing factors that influence an individual’s ability to dance well. 
However, even when someone has the good fortune of being bom with an innate 
talent for dancing, it is only through practice and familiarity with certain dance(s) 
technique(s) that his or her inborn ability to dance can be fully developed and refined 
-  so that the dancer becomes tmly able to perform spontaneously and with technical 
brilliance.
No doubt some people in the very early stages of their lives show ease or ability in 
carrying out certain types of activities -  either dancing, playing a musical instrument 
or solving maths problems. It is not uncommon to hear people saying that someone 
“was bom to dance”; or to hear renowned dancers state that “to live is to dance” -  
which in reality simply confirms how important dance practice is for them, or how 
great the amount of effort and dedication they apply in dance activities in their lives. 
Jaflis and Nascimento, for instance, both said in interview that their desire to dance 
had existed since they were in their mothers’ wombs, or since they were very small 
children. Their life stories, however, confirm that they became renowned passistas 
and teachers of passo after having trained in passo for many consecutive years. 
Nascimento and Jaflis have been taken as examples, but continuous practice over a 
long period of time will influence the technical ability o f any dancer to respond 
quickly and creatively within their chosen dance genre. This is true not only m
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relation to the academic dance world, but also in relation to countless dance cultures 
in which dance knowledge may be learned and embodied through informal 
teaching/learning situations.
To say that all dancers have to master, both mentally and kinaesthetically, a certain 
type of dance technique in order to be able to perform with ‘spontaneity’ also implies, 
conversely, that no dance performance could possibly be regarded as well executed if 
the dancer is said to be performing ‘unnaturally’, ‘forcefully’ or ‘mechanically’. This 
is tme not only in the contexts in which dancers perform primarily for of their own 
entertainment but also in contexts in which they perform for the entertainment of 
audiences.
It is only when the ballet technique, for instance, has become ingrained as habits of 
mental/motor behaviour that the ballerina is able to dance beautifully. Everyone in the 
audience certainly knows that the ballerina has probably spent a lifetime practising a 
specific set of physical exercises, which have enabled her to acquire the bodily 
dexterity she is now able to display with superb aesthetic beauty. Nevertheless, her 
performance must also display a certain measure of ‘naturalness’ and ‘spontaneity’. In 
this case, however, the idea (and ideal) of ‘naturalness’ is completely dissociated from 
the notion of being ‘unrehearsed’ or ‘unstudied’. By way of contrast, in the realm of 
so-called ‘folk’ performances, the notion of ‘naturalness’ or ‘spontaneity’ quite often 
denotes ‘lack of any preparation’ (see, for instance, the quotation from Giurchescu on 
page 319). This is possibly a consequence of the misleading but widespread, 
^sumption that the so-called folk-dance techniques are by definition ‘simple’, i.e. 
Ifrcy can easily be learned and performed by anyone.
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It can be said, in conclusion, that the notion of 'spontaneity" does not suffice to 
explain the uniqueness of improvisation in dance. This is because the whole list of 
interrelated adjectives such as ‘natural’, ‘instinctive’, ‘instantaneous’, ‘spontaneous’ 
and so forth, become suitable in every dance culture or situation in which the 
apprentice has mastered a given skill. In short, the concept of spontaneity “contains 
no explanatory power” -  as Armelagos and Sirridge say in relation to the concept of 
“natural expressiveness” (1981:86) -  either to define or portray the uniqueness of any 
dance -  regardless of whether it is eminently improvisational or choreographed.
Considering that improvisation in dance presupposes the simultaneous 
creation/execution of movements in real time, without specific preplanning, this 
means that the dancer-improviser always has a certain amount of ‘freedom’ to 
explore, discover, interpret, create and perform. In other words, improvisational 
dances allow space for explorations and unpremeditated discoveries to occur during 
the actual moment of presentation. In this respect, Tufhell and Crickmay remark “we 
improvise the moment we cease to know what is going to happen”(1990:46).
By way of contrast, in choreographed dance performances, a number of dance 
movements have already been chosen, organised and rehearsed before their pubhc 
exhibition. During the actual moment of presentation in which the choreography is 
being exhibited to the audience, the only creative practice enjoyed by the dancer is 
limited by the boundaries of ‘interpretation’ of those previously composed and 
rehearsed phrases of movement. Therefore, when compared to choreographed dance 
performances, it is obvious that in improvisational dance practices the improviser
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enjoys much greater freedom to create/perform on the spur of the moment -  even 
when the improvisational performance is being exhibited to an audience.
Therefore, o f  movement can be regarded as another fundamental component 
of improvisational dances.^^ This notion, however, needs to be treated with caution 
because it does not mean that the improviser enjoys absolute freedom to do whatever 
he or she pleases while improvising. There is no such thing as unlimited freedom of 
movement, either in dance or in any other social activity. Total freedom to move is 
just a turn of phrase that is not validated by any improvisational dance practice. "^* 
What might be seen as unlimited, perhaps, is the dancer’s potential to create new 
compositional forms with body movements, but not the improvisational experience 
itself, which can only achieve positive results through the utilisation of methods and 
strategies characteristic of that particular dance technique. This means the decision 
not to undertake some alternatives whilst choosing to accomplish others.
It can be said, in conclusion, that although improvisation in dance always presupposes 
a spontaneous fusion of creation with execution happening in real time, this does not 
niean that the dance improviser has not undertaken some sort of general preparation 
prior to the instantaneous dance performance nor that s/he enjoys unlimited freedom 
to create on the spur of the moment.
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6.2.2. Discussing passo improvisation.
Improvisation is one of the most outstanding characteristics of passo as has been 
highlighted by previous writers. The image of a passista standing out in the crowd 
performing ad libitum and spontaneously arbitrary movements is among the favourite 
portrayals of passo made by Brazilian scholars. Adjectives such as ‘unexpected’, 
‘surprising’, ‘improvised’, ‘un-ruled’, ‘versatile’, ‘individualistic’ and so forth, used 
to qualify the outstanding characteristics of the dance abound in the frevo literature. 
Just to cite a few examples:
Valdemar de Oliveira asserts that “the passista from Pernambuco has created the most
arbitrary, the most unexpected, the most surprising dance that is known” (1985:102).
For him, passo is the most arbitrary and individualistic dance because there are no
partnerships or group combinations, and passo solo-creations are momentary,
triggered by an atmosphere of absolute spontaneity, within the “ungovemed wave”
\onda desgovernada] -  as he calls the carnival multitude. Oliveira states that passo is
“an egocentric dance, in the midst of a crowd of egocentric people” (In Cascudo
1993:587). Camara Cascudo characterises frevo as a crowd dance [dança de
multidâo] and explains that:
“The choreography of this crowd dance is, surprisingly, individual, ad lib. 
Hundreds and hundreds of dancers dance diversely to the sound of the 
same exciting music. An equal gesture is rare, and a similar attitude 
fortuitous” (1993: 346).
Félicitas maintains that “frevo dance is rich in spontaneity and in im p r o v is a t io n ,  
allowing the dancer to create, using his inventive spirit, the most varied steps -  from
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the simplest to the most challenging that one could hardly imagine” (undated, p i21). 
Eudenise Limeira characterises passo as “an arbitrary and individualistic dance, with 
improvised movements”(1977:345). And Reinaldo de Oliveira, following similar 
ideas to those of his father and his father’s followers, maintains that passo dancing has 
“no choreographic predictions, no partnerships; the passista thus creates one of the 
most arbitrary dances ever known.”
Although Brazilian authors have all been very keen to point out that frevo is a 
improvisational dance par excellence, discussions of the operative procedures that 
make these individual performances so ‘surprising’, ‘ecstatic’, and ‘extraordinary’ for 
the eyes of the observer-spectators; or of the idiosyncrasies of passo improvisation, 
and the principles and rules that govern improvisation in passo have never been 
undertaken as a research topic. Moreover, Brazilian authors have not only almost 
completely disregarded the importance of passo technique as an essential pre­
condition for passistas to be able to improvise outstandingly but they have also 
presumed that passistas enjoy total freedom of movement while dancing.
The assumption that ‘to do the step’ was an easy thing to do, prevailed in Brazil until
4t least the late 1970s. Even a scholar such as Leonardo Silva, who launched the
pioneering project Escolas de Danças Pernambucanas, in 1975, when folk-popular
dances began to be taught as extra-curricular disciplines in state schools in
Pernambuco, adopted this widespread but misleading view. In his Frevo. rltmos e
danças (1977), Silva, referring to a typical passista, says:
“Three sips of cachaga, a frevo rasgado^^ coming from a fanfare suffice 
to transform that man into a demon — it is as if he had the 'diabo no
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couro",^^ such is the number of complicated steps that he starts to
perform” (1977:unpaged).
Silva also quotes Camara Cascudo in further emphasising that, in their opinion, “to do
passo is not a privilege of the natives, nor of youth, it is enough to be familiar with the
carnival of Pernambuco, particularly that of Recife and Olinda, for someone to do
some striking steps”. Silva concludes this train of thought with the statement “ ‘to do
the step’ is easy: it is enough to move the body and twist the feet.”
The passo lexicon clearly encompasses basic (simpler) and more advanced 
(challenging) steps; and in fact an enjoyable experience may be had just by learning 
how to perform some of the basic passo steps at the upper level, such as the ponta-de- 
pé-calcanhar [tip-of-toe-and-heel], tesoura [scissors], passeando na pracinha 
[walking in the little plaza], pisando em bras a [treading on embers], for instance -  
and this possibly satisfies the needs of many folioes. It is misleading, however, to 
think that any of the basic passo steps are easy to perform, just as it would be 
misleading to assume that ballet steps that are taught in an elementary level ballet 
course, such as the battement tendu, or battement dégagé are easy. Even though 
beginners and advanced ballet dancers both perform these basic steps, the manner in 
which they do so is remarkably different. Just by watching, for instance, how a ballet 
dancer stands on the supporting leg, or slides his or her foot on the floor, and 
observing their sense of self-awareness whilst performing these basic sequences of 
ballet moves, one can tell whether the dancer is advanced or a beginner.
Similarly, the passista’s level o f  technique is also evident in the way s/he performs the 
basic sequences o f  frevo moves. The more experienced passistas are able, for 
instance, to accelerate, decelerate and stop in time with the frevo music and without
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blurring the spatial design of each basic step. Conversely a beginner would tend, for 
instance, to repeat the same pattern of movement ‘just as’, in a less creative and 
technical manner. The placement of the feet and the degree of rotation of the legs of a 
more qualified passista, would probably differ from those of a less skilful one -  
although both are performing a similar set of movements.
It should he clarified that Leonardo Silva now acknowledges the actual importance of 
frevo dance technique -  as I was able to verify during our interview recorded at his 
residence in Recife on 20 March 2000. The complexity that the passo technique has 
achieved nowadays leaves very little room for anyone to presume that qualified 
passistas have not engaged in steady long-term training in order to be able to perform 
outstandingly -  wherever and whenever they perform. The example of Silva is given 
at this point mainly to illustrate how deeply ingrained was, until fairly recently in 
Brazil, the romanticised view of the ‘folk’ and ‘folk art-expressions’. This view came 
into vogue in late eighteenth and early nineteenth century Europe, and of particular 
currency were the assumptions^* that folk dances are at the heart of each nation, and 
were created ‘spontaneously’ by a given community without the interference of any 
identifiable choreographer^^ — as if dances could evolve as naturally as some plants 
may grow. Although these idealistic assumptions were challenged in the 1970s and in 
the early 1980s by dance anthropologists such as Kealiinohomoku (1972) and 
Buckland (1983), in practice, they survived to great extent until the last few decades 
of the twentieth century in Brazil and in some European countries as well.
I believe that, to a great extent, the utilisation of such an idealised theoretical frame 
^  led the vast majority of Brazilian authors either to underestimate or completely
ACT VI -  Presenting frevo dancing 330
ignore the importance that passo technique has in improvisational performance. 
However, it must also be considered in this respect that, for many decades, the 
passista’s general training was to be confined exclusively to the private domain, so 
that it went almost unnoticed, unless one set out to discover it. Conversely, the 
specific training of the frevo club orchestras has always been a public event, bringing 
together crowds and crowds of folioes\ so it could hardly be denied or ignored by 
anyone.
Nevertheless, at least two decades before the opening of the first frevo dance school 
in Recife, there was evidence that passistas were already training privately in order to 
improve their dance technique as they wanted to perform beautifully, not only on the 
streets during carnival days, but also on the semi-permanent stages where passo 
competitions were held. Nascimento, for instance, recollects that from the early 
1950s, he used to practise alone at home, in order to improve his technique and 
increase his chances of winning passo competitions. He also says that it took around 
seven years of training for him to acquire enough confidence to participate in passo 
competitions, and compete with the best passistas in Pernambuco at that time. 
Nascimento explains that when he saw the more experienced passistas doing 
astonishing things, he memorised them all and rehearsed them when he got home. 
“Then, when I returned in the following competition I was using that step; sometimes 
even better. I discovered myself’ -  Nascimento relates. It was by preparing himself m 
this way that he reached the same level, or even went beyond what the good passistas 
of his time had already achieved. The reason why passistas used to rehearse ‘secretly 
in their homes was also revealed by Nascimento as follows: “Formerly, those who
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knew how to dance well hid themselves in order to win the passo competition and 
later disappeared.” ®^
From Nascimento’s revealing testimony it can be inferred, among other things, that, 
since at least the mid 1950s (this may also have been the case much earlier), the 
“imitation” of steps already constituted a fundamental prerequisite for learning the 
passo technique. This imitation, however, was not (nor ever has been) experienced as 
a ‘subservient’ copy of patterns of movements, which supposedly ‘belonged’ to 
‘others’. The fact that Nascimento concluded his train of thought by saying: “I 
discovered myself’, shows clearly that, rather than being an impediment to his 
personal expression, imitation/repetition formed the basis for his self-creativity to 
blossom. As Blomm and Chaplin have remarked regarding dance improvisation: “to 
improvise is to dance without the pressure (and yet with the option) of imitating 
someone else’s movement, style, or impulses” (1988:28). This prior general training 
certainly helped Nascimento to develop his creative impulses, which were later shown 
at the actual moment of the instantaneous passo performance -  now inspired by the 
brass instruments of a real frevo orchestra.
It is also arguable that the utilisation of romanticised notions of what is or should be 
regarded as folk dance and/or folk dancers, also led the vast majority of Brazilian 
authors to presume that there were no rules guiding or structuring passo 
buprovisation. In many cases, it sounds as if the passista were actually enjoying 'total 
freedom* to create entirely new movements each time they danced passo to the sound 
of frevo music. This misleading assumption is clearly evident, for instance, in 
Oliveira’s assertions: “At the same time at which new passistas appear, momentary
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creations arise with them, without rule or law, in an atmosphere of absolute 
spontaneity”(1985:103). Later in the same book, Oliveira overemphasises the 
improvisational character of passo as follows: “In the same way that there is no 
sickness, but rather sick people; it would be possible to affirm that there is no passo, 
but rather passistas, because each one of them reacts differently to the same audible 
stimulus” (1985:124).
Moreover, the disregard for the rules and norms governing passo technique led
Oliveira to blur what should constitute the form  -  i.e. the artistic content of the passo
improvisations -  with particular contexts of street carnivals in which the dance is
performed, and with the psychological motivations of passistas. This is evident in the
argument he uses to justify why passo is ‘the’ most “arbitrary” and “unexpected”
dance ever. He says:
[Frevo is] “the most startling dance, because it is subject to occasional 
circumstances, such as the greater or lesser compactness of the human 
mass, the irregularity of the street paving, the club fanaticism, the strength 
of the orchestra”(1985:102-3).
It is true that the external environment -  including: the size of physical space the 
dancer has to move in, the type of the ground the dance is performed on, the quality 
of the music that is being played and so on -  influence, directly or indirectly, the 
creativity and performance of the passista-soloist. These factors therefore interfere 
somehow in the form and quality of his or her improvisational performance. 
However, the idiosyncrasies of passo improvisation can only be discussed in depth 
and apprehended by considering what varies and how in accordance with the 
diversity of circumstances mentioned above. This includes not only the passo lexicon
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but also the syntactic principles which govern the choice and organisation of these 
moves within the instantaneous dance performances.
The important role played by structural constraints and regulations in the
phenomenon of improvisation in distinct dance worlds has been highlighted by
scholars from different backgrounds and nationalities. Hardja Susilo, for example, in
her essay “Improvisation in Wayang Wong Panggung: Creativity within Cultural
Constraints” (1987), discusses seven constraints in this Javanese dance drama: place,
time, story, language, character, music, dramatic structure, redundancy. In Susilo’s
opinion, these constraints are operative and are what makes such a theatre work so
well. The structural irregularity of Hungarian dances, particularly the ‘dance of lads’
[legényesj in Transylvania is discussed by Gy orgy Martin, who considers
improvisation and regulation as two sides of the same coin. Martin says:
“The study of improvisation means at the same time the investigation of 
die regulation of folk dances as well, namely it reveals those regularities 
which build the permanence on the basis of the instantaneous 
eventualities” (1980:394).
Martin also explains that it is only “apparently for the first time and for the superficial
observer,” that improvisation seems to be an “instinctive anarchy and accidental
eventuality”; in reality “improvisation always occurs according to certain individual
common regularities” (1980:394). A similar statement has been made by
Giurchescu, for whom the co-existence of improvisation and identical reproduction
Maintains the vitality of the dance. The author argues that:
“In all cultures where dancing is still a living tradition, improvisation and 
identical reproduction, though heing opposites, do not exclude each other.
They may co-exist in the same culture and within the same dance type as
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well. The interplay between these forms has an important role in 
maintaining the vitality of a dance type in the course of time” (1983:47).
Similarly, Susilo also suggests that ‘improvisation’ and ‘composition’ should be 
viewed as a continuum rather than as dichotomous opposed concepts (1987:1).
No doubt both ‘newness’ and ‘repetition’ are ever present, in different measures, in 
countless dance genres throughout the world. Therefore, ‘improvisation’ and 
‘identical reproduction’ should be seen as complementary (not mutually exclusive) 
artistic practices. In the case of frevo dance, two types of artistic practice coexist side- 
by-side: the imitation or repetition of a defined kinetic movement vocabulary, and the 
creative use of those moves previously established by tradition. This does not mean 
that, while improvising, the passista’s freedom is limited to the mere manipulation of 
kinetic units or motifs previously established by tradition -  as seems to happen in 
Polynesian “spontaneous choreography”, according to Kaeppler’s observation 
(1987:21).®  ^ It is a culturally accepted convention of the genre that passistas have 
freedom to discover/create new movement units which, once valued by the dance 
community, will be imitated or used by many and will eventually become an integral 
part of the frevo lexicon of moves.
Just like the Hungarian legényes, the Brazilian frevo is at once improvisational and 
traditional. In both dance cultures, individual creativity unfolds based on a traditional 
kinetic movement vocabulary that must be mastered by the dancer-improviser, and the 
syntactic principle of repetition constitutes the basis for eventualities to take place. 
Repetition not only supports but also optimises the new elements introduced m 
improvisational performances, because, as John Blacking explains in relation to
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music, “there can be no variations without the recognition of a theme, no originality 
unless there are patterns that can be recognised as repetitions” (cited in Giurchescu 
1983:24). Moreover, as may happen in countless dances throughout the world, in 
frevo, redundant (familiar) information is also “a basic condition for the dance’s 
stability and popularity” (Giurchescu 1983:24).
In other words, to improvise in frevo means “to flow into repetition” or to repeat with 
minor but frequent variations -  paraphrasing what Charles Keil and Steven Feld have 
said in relation to jazz music. It is through the repetition and redundancy of 
information that paradoxically the passista expresses the uniqueness of his or her 
ephemeral dance experience. Moreover, it is in this way that “slight variations become 
magical, hypnotizing, mesmerizing”, thus providing “deep identification or 
participatory consciousness”. In short, passo improvisational solos “groove”-  in the 
sense that there is always the co-existence of something new and something familiar 
in them (Keil and Feld 1994:23).
It is significant to consider, however, that the repetition of kinetic movement patterns 
occurs in one way or another, to a greater or lesser extent, in all dance cultures.^^ This 
3lso explains why the dancer’s fi-eedom can neither be absolute nor nil. Freedom 
cannot be total because in order to become regarded as ‘dance’, body movements 
need to be regulated by some kind of “law” of composition/execution — it is unlikely 
that ungovemed body movements could ever be regarded as dance. Conversely, 
freedom is never nil because interpretation is a creative practice that is normally 
exercised by dancers even when they are executing a choreographed dance piece, or 
Performing phrases of movements drawn from a traditional kinetic-movement
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vocabulary. As Armelagos and Sirridge (1981:89) remark, “it is extremely misleading 
to view any dance tradition as ‘confining’ the personality”. For this reason, I believe 
that the expression “zero degree of improvisation” used by Giurchescu (1983:29) 
should be avoided. Nevertheless, I must admit, I found very useful her model for 
classifying distinct types of Romanian improvisational dances according to the 
amount of fi-eedom enjoyed by performers to improvise -  as it could be easily adapted 
to Brazilian folk-popular dances.
In a similar manner to Martin, who had previously classified Hungarian dances into 
four categories according to the amount of space allowed for improvisation,^  ^
Giurchescu (1983) sorts Romanian dances into five categories: 1) the zero degree of 
improvisation is, in her opinion, found in those dances that require homogeneous 
execution, in which any significant change in the structure or mode of execution will 
be considered a mistake, a deviation from the set model (p.29). 2) The first degree of 
improvisation exists in dances in which “the ‘liberty’ for improvisation is confined to 
the dance leader (or the leading couple) only.” Here, dancers are constrained to obey 
and react as a compact unit to all the commands dictated by the leader. This category 
is appropriate for describing the Brazilian quadrilha, in which the dancers simply 
follow the verbal commands of the leader. 3) Improvisation within the framework of 
the linked chain dances “arises as a result of an emulative atmosphere and comes to 
expression at moments of dynamic climax”(p.32), i.e. it is a type of group 
improvisation in which individual self-creativity is somehow restricted by the group. 
The Brazilian ciranda, particularly as it has started being performed at present [see 
ACT II, page 130], falls into this category. In 4) improvisation in scattered couple 
dances, individual expression is limited by the interaction with a partner. “It demands
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artistic collaboration, reciprocal understanding, flexibility and feeling for the other 
partner’s creative intentions, as well as an equal degree of technical skill” (p35). The 
Brazilian capoeira conforms to this rank of improvisation. 5) Improvisation in 
soloistic performances allows the human and artistic personality of the performer to 
be fully expressed. Since, the Brazilian passo fits into this category, passistas 
therefore enjoy an amount of freedom to improvise and create which is much greater 
than that enjoyed by dancers in all the other dance categories mentioned above.
Both Martin (1980) and Giurchescu (1983) stress that solo dances offer the widest
range of possibilities for improvisation because, according to Martin’s words, they are
“limited neither by place nor by time nor by the alignment with the surroundings ”,
therefore, “their supply of forms is colourful and rich” (1980:395). Giurchescu also
explains why improvisation in solo dances allows the human and artistic personality
of the performer to be fully expressed, and the implications this liberty might have in
the purpose of the dance:
“Soloistic performance gives the greatest freedom of improvisation 
because it excludes all the restrictive relations with the group or the 
partner. (...) Therefore, the predominant function of solo improvisations 
(in non-ritual dances) is meant to be a spectacle or show off. It can also be 
a pure display of virtuosity with no other aim than entertainment, or it can 
be enhanced by the purpose of competition and the gain of a higher 
artistic and social status” (p39).
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• The *aboutness* ofpasso improvisation from the passista*s perspective
It has so far been argued that the idiosyncrasies of passo improvisation cannot be 
fully apprehended unless the structural constraints which regulate creativity in passo 
improvisation are defined. However, I believed it to be of fundamental importance to 
investigate, in the first place, whether or not passistas agree with the idea of passo 
being an improvisational dance par excellence. If so, how would they define and 
explain the specificity of passo improvisation. It was motivated by these concerns 
that I Maria Goretti (MG) discussed the subject matter with Mestre Nascimento do 
Passo (NP) as follows:®^
Maria Goretti (MG): The vast majority of scholars who wrote about frevo many 
decades ago considered passo to be an extremely improvised dance.
Nascimento do Passo (NP): Yes, exactly, a long time ago.
MG: At present, how do you see the space for improvisation within frevo dance that, 
as everyone knows, has a great number of steps to be learned by the student?
NP: I always say that the forty steps are practised every day in the school [both Escola 
Municipal de Frevo and the Escola Recreativa de Frevo Nascimento do Passa]. 
These forty steps have all been taken from those acrobatic and distinct steps 
performed by outstanding passistas. The pursuit of the study of corporal 
invigoration is very important and must be observed, because it is exactly 
through the study of these forty steps over two, three, four months, and working 
with these movements, that the passista-student acquires the strength in the leg 
muscles. Then he begins to have the courage to do more daring and challenging 
steps. It is not everyone who arrives today and, after a week or a month’s time of 
attending classes, can perform steps such as the scissors in the air, scissors m 
retrospect, flight o f the swallow. Never!
I’ve got a student now, who has never attended ballet classes in his life, 
when he is dancing suddenly prum... he does a split. A  boy from the suburbs.
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poor, that has never been to a ballet school and discovered, by dancing frevo, that 
he could do the splits. In fact, there are a dozen of them now doing splits in 
frevo: sink and arise to the rhythm of the music. They ‘skip’ with the frevo 
umbrella, passing the umbrella right under their feet, forward and backwards, and 
very low, down to the floor. And there is also the râ eletrizada, in which the 
dancer rises jumping, and jumping, higher each time until s/he reaches the top. It 
is something incredible! Everything is due to the invigoration that they have 
acquired with the classes. Because if we didn't have the classes we would never 
have got beyond the tesoura, parafuso, saca-rolha, dobradiça. Do you 
understand?
The way in which Mestre Nascimento initially started responding to my question was 
a surprise to me. I expected that he would talk about ‘spontaneity’ or ‘creativity,’ 
which are the normal themes when the conversation is on improvisation. Nascimento, 
however, was highlighting almost exclusively the need for regular training in the 
basic frevo steps which would provide passista-students with the physical strength 
they need to execute the more challenging and difficult moves. The significance of the 
corporeal technique passistas acquire by dancing frevo, was highlighted further by 
Nascimento in terms of the elasticity and agility to jump to the rhythm of frevo music, 
and he concluded his line of reasoning stating that were it not for passo classes, 
passistas would have never got beyond the well known traditional steps. During the 
interview, I thought that Nascimento was going off the main track of the subject and 
not answering my question. He was talking about how to achieve passo techmque 
which I thought was quite different from passo improvisation; so, I decided to 
rephrase my first question in a more direct way:
MG: How do you see improvisation within passo dance? Is improvisation the way in 
which passistas combine the steps, or is it the way in which they create new 
steps?
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NP: The new step appears at the moment of the improvisation. But the improvisation 
happens because of the training, the preparation and capacity that the student has 
acquired in frevo dance classes. It is like a soccer player. If s/he doesn't work out 
on Tuesday and Thursday, then on Sunday, in the game, s/he won’t be fit enough 
to keep up with the other members of the team. S/he will be completely 
unprepared.
MG: Is improvisation, in your opinion, one of the most important characteristics of 
firevo dance?
NP: It is possible that the word is that, or isn’t that. Because what they [the writers] 
started to call improvisation were those gestures that the passista does at the 
moment of the musical solo in fi’evo. When the passista feels the solo of the 
musical instrument. Let’s say like this.... [Nascimento sings a fi^ evo song] The 
passista makes a gesture imitating the instrument. Then they [the writers] started 
to call this improvisation. This is not improvisation. Because, while the musician 
is playing through the musical score, the passista, at that moment, is being the 
corporeal soloist. He is dancing a solo. It is not improvisation. He is expressing 
in his solo what s/he is feeling inside.
MG: Do you think that improvisation is or is not what really characterises passo? - 1 
asked straightforwardly, trying to get a more precise answer to my question.
NP: No, it is not. It is a select technique [É uma técnica apuradaj -  Nascimento 
affirms categorically, and continues... Because the passista is hearing the music, 
at that moment, the music invades his or her body. Then, s/he feels that thnll, and 
creates his or her own style of dancing. Many dance technicians learn to dance 
the vassourinha [the broom], the fogao [stove], the corisco, the pilao Deitado 
[the lying crusher], and the good frevo songs that shake up the passista and carry 
him/her away. As I frequently say, sometimes I am recording at home, when 
suddenly a ‘fucking’ good fi'evo song forces me to dance. Then I stand up and 
begin to dance late at night. When I should be there seriously recording, in order 
to take the tapes to school, to give to the boys, who are learning how to teach, to 
use in their classes. Then suddenly, wow! a Ventania [windstorm], an ousada de 
Nascimento [a Nascimento ÔBïé\,pega no sapato [grab the shoe], cabelo defogo 
[fiery hair] by Edi Munes. Then I quickly stand up and begin to dance. But I
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cannot ‘get too lost’ [he means to get too involved] because I can miss the 
recording, you see? Because I want to record one frevo song very close to the 
other, and on the CD there is a space between them. And so as not to miss that 
little moment, I have to be attentive. Then I stop dancing. But suddenly, the frevo 
song takes over. I am completely taken over. Then I think this is not 
improvisation. It is a very classic solo, in which at that particular moment, the 
passista-dancer uses all his or her art, all his or her ability to listen to the solo of 
the musical instrument. [Nascimento sings]... Then he goes into a passeando na 
pracinha ... [sings again], then s/he has to show through the hody what s/he is 
hearing in the instrument. This is not improvisation. It is a musical technique. It 
is a musical solo. Now our writers forgive me, if at that time they saw it in that 
way.
It can be said that it is an improvisation o f the moment at which the passista is 
listening to the music, that is a surprise of the moment. But it is not such a 
simple, such a banal, such a folkloric thing. It is really a more academic thing. 
Do you understand? Because it is accompanied by the music, you don't get to 
dance well enough to make people see you as a good passista if you are not 
dancing and ‘singing’ with your body that frevo song, and I convey this to my 
students.
I was puzzled by the fact that Nascimento had hesitated in considering improvisation 
as one of the most important characteristics of passo, and preferred to emphasise 
passo’s select technique as the most important characteristic of that dance genre. 
There are, at least, two possible ways of interpreting Nascimento’s response.
One is due to the derogatory connotation that the term may convey. The verb 
i^provisar in Portuguese — and this seems to be the case in many other languages too, 
^  for example, English and Greek -  carries two sets of positive and negative 
nieanings. Improvised actions, on the one hand, are valued as a fruit of the
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spontaneous creativity of their creators, which is good. On the other hand, to 
improvise may also denote the idea of something being done in a hurry, all of a 
sudden, or in a word: carelessly. This latter connotation, therefore, not only precludes 
the existence of preparations of any kind for improvisational actions to occur, but it 
also depreciates the value of what has been created through improvisation. It must be 
remembered that Nascimento has been striving deliberately for many decades to 
remove passo from the exclusive carnival parameters, which means that he has 
encouraged people to practise frevo dancing all year round; so it is understandable 
why he preferred to draw attention to the importance of mastering the frevo technique, 
rather than to the creative and improvisational manner in which the frevo dance 
technique is performed.
Nascimento possibly knows that, particularly in the area of folk dance, the term 
improvisation does carry a derogatory connotation, and could jeopardise the 
respectability of frevo dance and the artistic importance of his work in particular. This 
is evident when he says that the passista’s solo “is not such a simple, such a banal, 
such a folkloric thing. It is really a more academic thing.” In short, what Nascimento 
means is that frevo requires regular training or preparation just as much as the 
academic dances.
The second potential reason why Nascimento hesitated in regarding improvisation as 
the most important characteristic of passo is because he actually knows that passo 
improvisation would not exist without its “select technique”. In short, without its 
lexicon, tile principles and rules which govern its syntax, there would be no passo. In 
that case, one might be dancing to the sound o f frevo, but not a c t u a l l y ^
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[doing the step]. As in other dance cultures and branches of the performing arts,^  ^ in 
order to be able to improvise the passista-apprentice must have some kinaesthetic 
familiarity with frevo steps. It is only when the passo steps have become “ingrained as 
habits of mental/motor behaviour” -  to use similar words to Meyer (1987:24) -  that 
the passista is able to improvise effectively: by making quick/instinctive choices of 
frevo moves, and arranging them creatively in accordance with the rhythm and 
harmony of frevo music. In other words, it is only after the frevo dancer has embodied 
the rich vocabulary of frevo moves, and become familiar with frevo music that s/he 
can improvise as easily as s/he indulges in a pleasant and exciting conversation, never 
stopping to think what word to use, nor how to form his/her sentence grammatically.
It is significant to observe that, whilst Nascimento was trying to justify why 
improvisation should not be considered the most important characteristic of frevo 
dance, in reality, he highlighted a fundamental aspect of passo improvisation: the 
interpretation of frevo music by the passista. In his opinion, a good passo soloist must 
also be able to translate into body movements the rhythm and harmony of frevo 
music. That is, his or her physical dexterity should ideally be put at the service of 
musical interpretation. Later, in the same interview, Nascimento also emphasised that 
passistas and scholars do not partake of similar ideas about what improvisation 
means; and by doing this, he once again stressed the close interrelationship between 
passo and frevo:
NP: When I saw, at the gatherings of club rehearsals, a passista like Farinha Ruim, 
like Doca o f Ilka do Leite performing a mogangcf^... [Nascimento suddenly 
stops and explains] ...Because the word improvisation in passistas’ vocabulary is 
uioganga, musical moganga, and instrumental moganga. When I amved here in 
Recife, I already found the expression the clarinet moganga. Then, when the
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frevo song has these passages of the saxophone, like in Vassourinhas, for 
example, [he sings]... The solo was known [among passistas] as the saxophone 
moganga. People immediately baptised that gesture of the moment with the name 
of the musical instrument; do you understand?
It can be said, in conclusion, based on interviews with Mestre Nascimento do Passo 
that the two most important ‘constraints’ that define and regulate passo improvisation 
are:
1) The corporeal technique: passistas must have mastered the passo lexicon before 
they are able to perform. In other words, passo improvisation requires physical 
conditioning and hard work to be perfected. Like football players, passistas need 
to be physically fit in order to ‘fall into passo’ outstandingly. In this case, 
however, the ‘football and adversary team’ are the moderate to quick tempo of 
ffevo-de-rua music, which dictates how fit the player/dancer needs to be in order 
to be able to accompany/interpret it accordingly.
2) The musical technique: passistas must also be familiar with the fi’evo rhythm and 
harmony, in order to interpret the music in such a way that the dance and the 
music seem to become “the twin emanation of one impulse” (Brown and 
Woodford eds. 1998:28).
The interdependence between musical and bodily technique in frevo has also been 
highlighted by Gil Silva. Gil agrees that frevo is an improvisational dance because, in 
his opinion, the dance “has such a richness of moves that stimulate the passista s 
creativity”. He also explains that, although the passo’s lexicon has an extraordinary 
variety of moves, the choreographic richness of the dance depends on the passista s 
ability to use firevo moves creatively and in accordance with the music. Gil says:
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“The passista needs to do what the music asks him or her to do; s/he must 
perform the steps in accordance with the music’s requirements. By 
making use of the immense richness of steps that s/he has previously 
embodied, the passista improvises in accordance with the music. The 
passista does not think: I am going to do this step, then this step, and that 
step next. It is only when the music asks, that he responds in body 
movements. In this way, a union between what the music asks and the 
passista’s creativity occurs.”®*
In Valdemiro Neto’s opinion, the freedom that passistas have to create/discover new
steps should be regarded as the main characteristic of frevo dancing. He says:
VN: Look, if you analyse it, frevo is very free: you can come up with new 
movements, that you can use in the dance. As Nascimento asks: how many steps 
are there in frevo dance? It is impossible to calculate, because of the freedom of 
expression that the frevo dance provides. Sometimes you are trying to do a 
certain movement that you don’t have the ability to do. Then, by discovering 
your own way of doing it you may introduce another movement, and come up 
with another step.
MG: Do you think that frevo improvisation is mainly characterised hy the freedom 
that the passista has in linking the steps in his or her own way; or is it the form in 
which the passista interprets the music, and plays with the rhythm?
VF: I think it should be all of this.®^
Similarly, Gecelande Lopes affirms that frevo is an improvisational dance, and
justifies her opinion as follows:
“I hear Nascimento saying that ‘the number of frevo steps is as great as 
the number of people that exist in the state of Pernambuco’. Because each 
Pemambucan dances in his or her own way. So it is from his or her own 
way of dancing that a surprise sometimes comes. When we are teaching a 
frevo step to the student and s/he is unable to perform it, s/he may do
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another step [or may perform it in such a different manner] that, at that 
moment, a new step appears. Because each passista has his or her own 
way of dancing, it is an improvisation. Sometimes when I am dancing 
frevo and a new step appears, it was due to improvisation. That’s how I 
see it.” ®^
José Ramos agrees that frevo is improvisational, and he also stresses that
improvisation in frevo is very important because, as he puts it, “we don’t want to let
frevo become monotonous, do we?” Ramos argues that, without creativity, frevo
music could never possibly have become as varied as it is at present; and that is why
he thinks “improvisation is always good.” Moreover, Ramos recalls that frevo steps
can be (and actually are) adapted to different musical beats; frevo moves therefore can
be included in all types of dance. In this respect he says that “you may see us
performing frevo steps, such as the saci, ponta-de-pé-calcanhar, pontilhando within
the ciranda rhythm. You just need to listen to the music in order to adapt the frevo
steps to other dances.” Significantly, in response to the question what is, in your
opinion, specific about frevo improvisation?, Ramos replied:
“It is the necessity that we have to adapt ourselves to the music. Because 
I, myself, have already danced frevo, not only with frevo orchestra, but 
also with accordion, zabumba and triangle. I mean, we have to improvise, 
and everything comes out from the midst of improvisation. Another 
example is when we [from Nascimento’s dance group] paraded with the 
Gigantes do Samba [Giant Samba School] and danced frevo to the samba 
rhythm; and this year we are going to parade with the Império Serrano 
Samba School, and do the same.
Therefore, the way we improvise frevo depends on the place, the moment, 
the circumstances and the music. I think it is also very important to dance 
frevo to a baiano rhythm, because, for example, if we forget to bring the 
CD for a presentation, and there is no frevo orchestra, but a reggae band.
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then we can say: don’t worry, we can dance frevo accompanied by the 
reggae band. I mean, what is important is to show what we know about 
frevo dance, regardless of which type of music is playing. We may even 
dance frevo without any accompanying music, or accompanied just by 
singing, or clapping hands. If there is any sound, any beat we dance frevo, 
we improvise, and adapt ourselves to the music [to the beat, or pulse].
Later on in the same interview, Ramos restated that frevo steps can he adapted to a 
number of other rhythms, such as ciranda and reggae, and he also told me that he and 
other members of the school group had already performed frevo accompanied by 
rhythms such as “disco, house and funk”.
As can be seen from the passages above, Gil, Valdemiro, Gecelande and José Ramos 
all agree that passo is an improvisational dance. They value improvisation as a means 
of bringing innovation into passo, so that it is renewed or revitalised. The term 
improvisation has been used either as a synonym for creativity, or for the freedom to 
interpret and to discover new moves -  as well as an antonym of monotony. Moreover: 
when Valdemiro and Gecelande state that the discovery of new moves in frevo may 
sometimes be the result of one’s inability to perform a more challenging difficult step, 
this indicates that passistas value a lot the experience of dancing frevo (i.e. the process 
of self-discovery and interpretation). In other words, it is not just the product (i.e. the 
Mere display of passo technique) that matters for them. Consequently, it is hard to 
know precisely if, at present, passo is more a participatory than a presentational 
^ c e , or if it is more a ‘social’ than a ‘theatrical’ dance — using the standard English 
way of classifying dance.
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It is significant to perceive that although different passistas have stressed musical 
interpretation as a fimdamental pre-requisite in passo improvisation, this does not 
mean that they see passo technique as being subordinate either to frevo or to any other 
type of music. Ramos’ statements: “what is important is to show what we know about 
frevo dance, regardless of which type of music is playing”, and “we may even dance 
Jfrevo without any accompanying music, or accompanied just by singing, or clapping 
hands”, show his conviction regarding the power of the firevo dance technique itself to 
define what passo improvisation really is about. Therefore, it can be said that although 
passo improvisation unfolds in a way that is vitally linked up with firevo music (and 
occasionally with other types of music), the musical interpretation alone does not 
have the power to define the idiosyncrasies of passo improvisation.
In order to know more about the music/dance relationships in passo improvisation, I 
also asked Ramos:
MG: Is it the rhythm or the harmony of the wind instruments that inspires your 
improvisational performance? I mean, when dancing to the sound of a frevo 
orchestra, do you tend to follow more the pulse and beat, or the melody and 
harmony?
RS: If we dance accompanied by a live frevo orchestra, then it is quite different, 
because the sound is very powerful, so you can choose whatever you want to do. 
What is good about dancing to the CD is that you can listen to the music as many 
times as you want, stop it, go back and repeat what went wrong and should be 
improved.
MG: What is that may go wrong?
RS: Say, for instance, you missed the right moment in the music to jump. Then, you 
may want to go back to that moment in the music and try to do that step again. I 
mean, fi'evo music demands a lot from us, especially when it includes the wind 
and brass instruments, and percussion.
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At this point, Ramos’ explanations shows us that it is through specific training that he 
reaches the desirable synchronisation between frevo music and frevo dance. In fact, 
when I set out to do research on passo improvisation, I already knew that 
professionals passistas, just as other professional dancers, work hard to improve their 
bodily technique in order to achieve the highest standard of performance they can 
possibly get. On the other hand, I already knew that passo has always been greatly 
valued in local society as a participatory, creative and democratic dance -  that is, a 
dance in which anyone can participate, create, and glow with happiness. I had 
therefore raised the hypothesis that, throughout its process of development, frevo was 
gradually becoming less a free-improvisational dance (as stressed by previous 
authors) and more a fixed, choreographed dance form. I took into account the 
increased importance of the presentational purpose frevo had acquired more recently, 
and I had also ascertained that passistas had started to take on a much greater number 
of presentations. Therefore I thought that passistas might feel more inclined to pre­
select and choreograph sequences of moves in order to avoid ‘blanks’ during 
presentations or to guarantee the high standard of their solos. After considering the 
opinions of a few professional passistas in Recife, however, my hypothesis had to be 
re-formulated -  if not completely dismissed. Generally speaking, passistas 
interviewed not only said they dislike the idea of frevo being choreographed, but also 
denied that they might do a specific preplanning (or a solo choreography) prior to a 
performance in order to guarantee high standards. However, they have all 
acknowledged that frevo can be (and actually is) choreographed if one chooses to do 
so.
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In response to the question; “do you think that frevo dance tends to become more
choreographed, rather than improvised, now that passistas are constantly performing
in different places and to different audiences?”, Gil Silva replied:
“No, not necessarily. A frevo spectacle may be that highly choreographed 
‘pretty thing’ in which people already know what is going to happen: [the 
dancer] goes to one side, goes to the other, makes one, two, three tramelas 
then turns. Another, another, another, and so on... But if people start to 
realise that frevo is not choreography, it is creativity and agility, then on 
stage there is no need for frevo to be pre-determined; [dancers should not 
think]: ‘I must do that, otherwise my mind may go blank during the 
presentation’. (...) It is true there are certain steps that each passista likes 
to do more. Then, for sure, when s/he is performing to an audience, s/he 
will use those steps s/he likes best. But the passista is an individual being 
-  one likes to do certain steps, whereas another likes to do different 
ones.”^^
Both Valdemiro and Ramos also denied that frevo dance tends to become more
choreographed when passistas are performing regularly to the public. Significantly,
both emphasised the importance of the introductory choreographed warm-up
conceived by Nascimento do Passo that his frevo school group performs prior to their
individual solos. Valdemiro replied:
“All dances always have a warm-up before you go on stage. So, I think 
that, the way in which our presentation is structured, you not only show 
the public the philosophy of the work, that frevo dance has technique, and 
it is a therapy, but it also helps us to become calmer, and centred. Because 
every presentation gives you those butterflies in the stomach. But, while 
one passista is performing his or her solo, you are already organising your 
mind, getting into the mood, and getting ready to do what you like 
doing.”^^
Ramos Silva answered:
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“Well, it does not mean that we have to do extra rehearsals, because our 
rehearsal is already our dance classes that we do on a daily basis. The 
choreography we perform in shows is the same as we do in class. As we 
are a school group, we follow Nascimento’s method. He began in this way 
and we will continue to do it in the same way. The whole class is a kind of 
choreography. There is the balança [swing], the remador [rower], which 
is performed by everybody equally. People may see this as a 
choreography, but for us it is a class movement, which warms up the 
passista for him/her to perform.”
MG: Perhaps I have not formulated my question properly. I want to know about the 
individual solos performed by each passsista. I mean, when you have a lot of 
presentations do you tend to choreograph your solo, let us say perhaps, to 
decrease the risk of a ‘blank’ occurring in the middle of the performance.
RS: No. Because we are already prepared for that challenge. (...) Well, the individual 
solo depends upon each person, do you understand?
With that intention of either proving or disproving my hypothesis, I also asked Jaflis
do Passo: “is improvisation, in your opinion, the most important characteristic of
frevo dance, or can frevo dance also be choreographed?”; and he answered:
“Improvisation is one of the trademarks of frevo dance, because frevo 
arose in a spontaneous way, through improvisation, from people’s casual 
movements, which were later classified by the masters. It was through this 
cataloguing work that frevo became a recognisable dance. But frevo can 
also be choreographed, and using an enormous range of movements. In 
comparison to other dances, frevo has a great wealth of moves. We could 
even say that frevo is ahead of many dance movements which came into 
existence later and valued improvisational practices”.
In your case, are your solos more choreographed or are they a surprise of the 
moment?
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JP: They are an improvisation, because I try to translate the spirit of the people in the 
dance. As I told you before, frevo dance emerged through people’s casual 
movements, so I try to interpret and translate this fortuitous spirit of the people. 
For this reason, I am more concerned with the improvisation than with the 
choreography.^^
It is worth recalling that Jaflis and I had this brief conversation at the Escola 
Muncipal de Frevo before the video-recording of the students’ performances began. 
Although Jaflis was not teaching at that school nor participating in the school group 
performances, he kindly agreed to perform the carancolado modality for us, which he 
created/discovered at the time he used to train at home under the guidance of his 
father and teacher Nascimento do Passo. Our video-recording session started with the 
presentation of the youngest pupils of the Escola Municipal de Frevo; and soon after 
the girls had finished their presentation, Jaflis unexpectedly touched my back and said 
to me, “I will enter now”. The intensity with which Jaflis occupied the middle of the 
room and started dancing struck me profoundly and I could do nothing but watch that 
overwhelming passo improvisation. Although I continued watching his performance 
through the video camera lens I did not switch the video camera on. Unfortunately I 
only realised this when I arrived at home later. At that moment, I had just a slight 
suspicion that this might have happened, but I could not take any initiative -  nor 
rewind the tape to check, nor even say anything to Jaflis, because his performance had 
left me not only speechless but immobile. After he had finished his improvisation and 
received the cheerful applause of the informal audience Jaflis took his things and said 
goodbye to everyone including me.^  ^ Although I did not have the good fortune to 
register Jaflis’s unique improvisational solo on videotape, the experience was worth a 
lesson: it taught me how important those improvisational ingredients, such as
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‘surprise’ and ‘spontaneity’ actually are for an outstanding passo improvisation to 
unfold.
This experience reminded me of Ariano Suassuna’s comments, which Jaflis related in 
an earlier interview, tape-recorded at the bar Canto do Mar, in Carmo, Olinda, on 27 
January 1996. Jaflis recalled that after they had finished their presentation in the show 
Folia Geral^^ he and other performers were changing their costumes in the dressing 
room of the Guararapes Theatre, when Ariano Suassuna appeared unexpectedly to 
greet the artists. It was on this occasion that Ariano looked at Jaflis and remarked: 
“you dance like an animal”. I thought Ariano Suassuna’s short comment could not be 
wiser or more appropriate, because an animal’s movements are always visceral and 
spontaneous -  which is indeed the ideal for a frevo dance improvisation. Nevertheless 
I asked Jaflis if he had felt praised or not by Suassuna’s comments, and Jaflis replied 
that he had felt artistically flattered and stronger, because he felt that Ariano, who is a 
writer with great ability with words, had become speechless before him.
Jaflis’ main concern with translating the fortuitous spirit of the people denotes that he 
is putting his dance technique entirely at the service of improvisation -  which is 
instantiated through a remarkable ‘spontaneity’. In this case, spontaneity acquires a 
very refined connotation, which might be compared to the joyous task of a tightrope 
walker pretending that s/he does not know how to walk the tightrope. In order to be 
b^le to make the audience believe that s/he can fall at any moment, and overwhelm 
them with surprise, the tightrope walker must have an even more sophisticated 
technique.
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• Final considerations
Strictly speaking, the opinion of selected passistas is not enough to disprove my initial 
hypothesis (that passo is gradually becoming less a free-improvisational dance and 
more a fixed, choreographed dance form). Their opinions and experiences, however, 
constitute valuable evidence that there is not just one single and uniform process of 
transformation going on. In other words: the impact at the artistic and creative levels, 
made by the process of commoditization of passo -  i.e. of its transformation from an 
spontaneous dance performed on the streets for the prime purpose of entertainment to 
a professional and stage-oriented dance performed with the main purpose of making a 
living or of entertaining audiences -  has not necessarily lead to one single result. It is 
undeniable that in Recife, there are dance professionals who deliberately choreograph 
their own frevo solos, and others who have composed pieces of frevo choreography as 
a group dance, or as a mixture of the two. However, I also understand that the frevo 
professionals interviewed do not fall into that category of frevo choreographers. 1 
believe there is no discrepancy between what the selected interviewees have said they 
do and what they actually do. This conviction can be justified by applying the 
concepts of introverted and extroverted^^ modes of creation, which C.G. Jung regards 
of great importance in the understanding of works of art, to the case of passo.
It can be said that the mode of creation that Jaflis, Ramos, Gil and Valdemiro value 
most in frevo and apply to their solos, is '^‘extroverted^*. This mode of creation, 
according to Jung, is characterised by “a feeling of compulsion” -  as the creative 
[dance] work positively forces itself upon its creator (Jung 1993:73). That feeling of 
compulsion translates, within the frevo dance world, into that irresistible wish to fah
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into passo’ that a number of passistas have said they feel, when they listen to their 
favourite frevo songs. In other words, the passista, who adopts an extroverted attitude 
to performing creatively, obeys the apparently alien impulse within him or her, and 
follow its lead, sensing that his or her dance work is greater than him or herself, and 
wielding a power which is not his or hers and which s/he cannot command (at least, in 
a conscious or rational manner). As Gil Silva has explained, while dancing on the spur 
of the moment, “the passista does not think: I am going to do this step, then this step, 
and that step next”.
It is true that proficient passistas must have done general preparations prior to 
performance. During the actual moment of performance, however, the only thing that 
a passista, who adopts an extroverted attitude whilst creating their instantaneous passo 
solo on the spur of the moment, is aware of is that s/he must let go of anticipations in 
order to be (consciously) subordinated to his or her creative work. It is in this sense 
that, it can be said that, the passista’s ordinary sense of self has stood outside the 
process of creation, as though s/he were a second person; or as though a person other 
than him or herself had fallen within the magic circle of an alien will (Jung 1993:73). 
As Ramos has explained: they, from the Escola de Frevo Recreativa Nascimento do 
Passo, are “prepared for that challenge” -  i.e. the challenge of having to perform a 
hnprovisational passo solo according to the necessity of the moment, the place, the 
circumstances and the music.
Jung thinks of the creative process as a living thing implanted in the human psyche. 
This living thing, in the language of analytical psychology, is called “an autonomous 
Complex*'' — i.e. “a split-off portion of the psyche, which leads a life of its own outside
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the hierarchy of consciousness” (Jung 1993:75). However, as Jung has also pointed 
out, it is not enough to know whether the artist belongs to the introverted or to the 
extroverted type, because it is possible for artists to work with an introverted attitude 
at one time, and an extroverted attitude at another (1993:76). And this is exactly what 
happens within the frevo dance world. When a passista such as Ramos, for instance, is 
training at school to perform a particular jump at the right moment in the music, he is 
adopting an introverted mode of creation, because he is asserting consciously his 
intentions and aims against the demands of the dance move he is trying to perform. At 
the moment of the actual presentation, however, Ramos’ creativity and inspiration 
seem to spring far beyond his consciousness -  a thrilling experience that I was able to 
witness on several occasions. This is also true for many other accomplished 
professional passistas, such as Gil Silva and Jaflis do Passo, for instance.
Although the understanding of the types of creative processes which operate in passo 
improvisations gives us further information about the making of frevo dance 
performances, these tools considered alone, do not explain the idiosyncrasies of frevo 
dance performances themselves. The concepts of introverted and extroverted modes 
of creation, and the notion of improvisation itself must be understood as being 
intertwined with frevo movement vocabulary and syntax, which are the fundamental 
raw materials, and the most important constraints that regulate and give form and 
discreteness to passo improvisations.
The amount of creative space enjoyed by passistas-improvisers can be further 
illuminated using Leonard Meyer’s concept of style,^^ which encompasses three key 
words: “patterning” that implies repetition; “choice” that implies liberty and
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“constraints”. Meyer explains that choosing among alternatives in a given 
compositional context, “depends upon the existence of a set of constraints that 
establishes a repertory of alternative possibilities from which to choose” (1987:27- 
28). The core of Meyer’s essay is indeed the discussion of three levels of constraints: 
laws, rules and strategies.^^ The author explains that “for any specific style there is a 
finite number of rules, but there is an indefinite number of possible strategies for 
realizing or instantiating such rules” (1987:51 emphasis added). It is important to bear 
these three levels of constraints in mind -  particularly the distinction between rules 
and strategies -  to clarify the concepts of originality and creativity, for two distinct 
types of originality become evident: the invention of new rules, and the discovery of 
new ways of realising the existing rules. It can therefore be said that, in the context of 
passo improvisation, creative practices operate almost exclusively at the level of 
strategies and do not involve changes in the dance rules.*^
The distinction between rules and strategies is also useful for clarifying that the 
discussion on passo improvisation presented here has been exclusively focused on the 
identification of the general rules of the dance. Future discussions of the chosen 
strategies and personal styles of passistas would certainly be an interesting and 
complementary research topic that we all await with eager anticipation.
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7.L Frevo, carnival and Brazilian culture: drawing interrelationships
The general characteristics of Pemambucan carnival, of a selected group of passistas, 
and passo itself, have been described and analysed as specific topics throughout the 
thesis as a means to prevent confused interpretations about these specific but 
interrelated entities which make up the phenomenon of frevo, and also with the 
attempt to achieve a holistic understanding of its complexity. It should also be 
recalled, at this point that, those distinct but complementary aspects which make up 
the phenomenon of frevo, were considered as preliminary steps in the search for an 
answer to the embryonic research question: what is unique about frevo dancing, or 
what are passo’s idiosyncratic qualities which distinguish it fi-om other dance genres 
in Brazil and throughout the world? The aim of this final ACT is to try to articulate a 
sustained answer to that fundamental research question.
It has been argued in ACT VI that passo improvisational performances, could not be 
named as such without reference to its special technique. In short: without its lexicon, 
the principles and rules which govern its syntax, there would be no dance identifiable 
as passo. This does not mean, however, that the uniqueness of passo improvisation 
can be found, or located, solely within its lexicon, principles and rules which govern 
its syntax. There are indeed a number of passo steps (the basic building blocks of the 
dance) which resemble moves used in other dance genres in Brazil and worldwide. 
Moreover, the two requirements for frevo dancers to perform outstandingly — i.e. the 
embodiment of a particular corporeal technique, and the mastery of a musical 
techmque — are to a great extent very similar to two, of what Ted Shawn has called.
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**constants** that, in his opinion, must be mastered by stage dancers regardless of the 
types of dancing they are performing (In Brown and Woodford eds. 1998:28,29).
It has also been demonstrated throughout the thesis that contemporary passistas in 
Pernambuco teach and ‘fall into passo’ for a plurality of purposes, and that passo has 
been valued and used by practitioners in Pernambuco as:
1) a form of social enjoyment or recreational activity;
2) a performing art, which has an eminently aesthetic value -  as passistas also fall 
into passo mindful of the dividing line between performers and spectators;
3) a professional activity or means of making a living;
4) a therapeutic practice which rebalances and increases the amount of positive- 
healing energy of one’s body and mind. Or, in other words, passistas value passo 
as a powerful instrument for transcending life’s difficulties, since through 
practising frevo dance practitioners believe they become healthier, physically and 
mentally more agile, intelligent, creative or apt to deal with life’s problems [see, 
for example, the third paragraph of Nascimento’s speech quoted on ACT /, page 
90];
5) a means of affirming one’s artistic, cultural or regional identities, or as a flag to 
rally cultural resistance against foreign influences.
No doubt, the task of ranking the plurality of functions passo has served in local 
society and determining some kind of priority is very challenging, in the particular 
case of this dance, whose multiple functions have not only changed over time and 
from one situation to the next, but may sometimes co-exist within one single 
circumstance -  as happens during carnival times, when passistas say that they work
ACT VII — The grand finale 361
and have fun simultaneously [Jaflis’ voice quoted later on in this Act, sub-section: 
The polysemous and ambivalent character o f carnival, frevo and capoeira, supports 
this assertion].
Having said that, the apparently uncommon characteristic of being a multipurpose 
dance is again not exclusive of passo. Therefore it can not be taken as a 
distinguishable characteristic which might differentiate it from other dance genres in 
Brazil and worldwide. Considering that functions in dance can be overt or manifest 
(i.e. acknowledged or professed by practitioners), and latent or covert (with meanings 
and uses which lie beneath the surface, but which can be recognised and ascribed by 
the dance analyst), it follows that, in dance, “a multiplicity of functions tends to be the 
rule rather than the exception” (Royce 1977:84). In Brazil, dances which play a 
fundamental part in the religious ritual of candombU, for instance, are quite often re­
adapted and performed as an attraction for outsiders or tourists; and dances which are 
normally used as an important component of social gatherings, such as forro and 
gafieira, for example, may perform not only the overt purpose of entertainment but 
also the covert function of meeting a new partner. “Even art Dance,* says 
Kealiinohomoku, has functions over and above that of art although they may be 
intrinsic rather than extrinsic**. Other functions art Dance may perform, according to 
the American Dance Anthropologist, include “the reinforcement of cultural values, or 
the satisfaction of covert desires by the performer for self-aggrandizement” (1976:129 
emphasis added).
furthermore, the attribute of being a therapeutic dance might also be applied not only 
to frevo but to a number of — if not to all — dances. Any dance or artistic expression, if
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purposefully applied, could be said to have an eminent educational and remedial value 
(Laban 1971:7). It is significant to perceive, in this respect, that like Nascimento’s 
convictions about frevo’s therapeutic qualities, which are based on what he has 
experienced and observed as a frevo dancer and teacher, Laban also recognised some 
of the advantages that the practice of Modem dance can bring 1) in the intellectual 
development of children at school, 2) in the community spirit of whole classes, and 3) 
in the general health of some of the children (1971:9,10).^
The value and use of frevo dancing to promote ethnic, regional or national identities, 
is again characteristic but not exclusive of frevo. A number of Brazilian dance genres 
and performing arts, such as capoeira, maracatu, caboclinhos, bumba-meu-boi, samba, 
for instance, have all been used by particular groups of people in Brazil to affirm a 
plurality of identities. No doubt, the phenomenon of dance being used to affirm 
multiple identities has occurred with countless dances in innumerable countries -  such 
as the Cuban Rumba and the Argentinean Tango, just to cite a few examples.^
Moreover, passo is certainly not the only dance, performed passionately by 
practitioners -  either in Brazil or abroad. In her attempt to portray Rumba dance, 
Daniel, for instance, writes as a first statement: “Rumba is a passionate dance 
(1996:1); and in Savigliano’s interpretations, tango is a public display o f  passion, 
performed by a heterosexual couple. In her opinion, tango dancing displays traumatic 
encounters between those “who should never have met or, having met, will remain 
forever disencountered” (Savigliano 1996:xv). By way of contrast, in the particular 
case of passo, passion might be said to exist as a celebration of a human being s will 
to be himself or herself, and to be happy. The passista’s passion for f a l l in g  into passo
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might be translatable into a passion not only for frevo but also for life itself -  not 
anyone in particular, as in the case of Tango.
Having said that, we must arrive at the conclusion that the uniqueness of frevo 
dancing that we are looking for can be grasped neither in its form nor functions. In 
fact, it cannot be located anywhere in particular, because this is not an inherent- 
existent phenomenon, existing out there, independently of other phenomena -  
including the researcher’s interpretations. Similarly to what has already been argued 
in relation to the concept of folk and classical dmcQ, frevo’s unique mode of existence 
depends upon a cluster of mutable and interrelated entities or circumstances. It might 
indeed be comparable with a rainbow, which can be seen and identified as such, but 
never grasped or located precisely.
Having said that, the most effective way, perhaps, of developing satisfactory 
explanations about passo’s idiosyncratic features is to draw meaningful 
interrelationships between passo, frevo, passistas, carnival and Brazilian culture. 
Although none of these entities taken individually suffice to define what the 
multifarious frevo phenomenon is about, it is from these relatively autonomous 
entities that the phenomenon of frevo emerges, and can be experienced or identified 
as such. This summation reinforces the validity of the premise that meamng in dance 
must be grasped as a whole, so that movement analysis can generate a deeper 
miderstanding of human behaviour and culture (Moore and Yamamoto 1996:291).
The extensive choreological analysis of frevo presented in ACT VI, has already 
demonstrated, to a certain extent, how some of the most genuine and outstanding
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features of frevo are deeply enmeshed with the spirit of carnival in Pernambuco. In 
fact, the sub-section the street-carnival frame discusses some of the most remarkable 
imprints that carnival has left on frevo dancing. However, in order to push forward 
our understanding of the general phenomenon of frevo, it is equally relevant to 
consider, at this point in the discussion, that the search for singularities, paradoxically, 
requires the consideration of those basic attributes of the dancing, and of local 
carnivals which transcend the limits of time and space. Just as frevo is danced in 
particular ways by distinct people, the Pemambucan carnival is also celebrated in 
particular ways by distinct people. Nevertheless, just as happens with frevo dancing, 
some fundamental characteristics of the Pemambucan carnival are also essentially 
universal in scope. So, now I will pinpoint a few prominent features which are shared 
by the phenomenon of frevo, the Pemambucan and Brazilian camivals, and culture, 
which are at once unique and universal. By doing this, I hope to ascribe further 
meaning to the phenomena of frevo, in an attempt to understand it holistically.
• The *all embracing* character o f  passo and carnaval
The characteristic of being all-embracing, for instance, is a remarkable feature shared 
by both passo and camaval. Passo can be regarded as an all-embracing dance m at 
least two senses: it has the potential to embrace not only all people but also all dances. 
In Recife, one can see people of distinct social origins, ages, skin colours and creeds 
dancing frevo side-by-side -  not only in the street during carmval time, but also 
within the heterogeneous frevo dance school group chosen for study. The potential 
passo has to assimilate moves from any dance is evident in the reigning belief among 
passistas that frevo esta contido em todas as danças, e todas as danças estao contidas
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no frevo, [i.e., frevo is contained in all dances, and all dances are contained in frevo]. 
This does not mean, however, that one would necessarily be able to find moves from 
any dance genre within frevo, and vice-versa. What it does mean is that frevo has the 
capacity or the potential to assimilate any move from any dance. On account of the 
fact that passistas have the freedom to discover their own ways of dancing frevo, and 
also that passistas’ creations are inevitably marked by the previous dance experiences 
they have had, it follows that moves from other dance genres may end up being re­
interpreted and incorporated into the frevo lexicon."* Therefore, it can be said that 
before fusion became a widespread tendency among musical bands and dance groups 
in contemporary Brazil, it was already happening in passo contexts much earlier.^
In like manner, not only the Brazilian carnival in general and the Pemambucan 
carnival in particular, but also camivals in a number of societies and historical periods 
all have this prominent characteristic of being ‘all embracing’. Carnival in Europe in 
the Middle Ages, Bakthin says, “embraces all the people” where it takes place 
(1984:7). Similarly, Edmonson states that “in New Orleans Carnival celebration is 
protean and all embracing” (1956:234). Closely associated with the idea of carnival 
being ‘all embracing’, are the beliefs that “while camival lasts, there is no other life 
outside it” (Bakthin, 1984:7); because camival “appears to engage a broader 
participation than any ritual” (Edmonson 1956:234). In Pemambuco, carmval is also 
all embracing in at least two senses. The festivity has the power to bring together 
yearly: 1) a massive number of individuals of different social classes, ages, creeds and 
so forth; and 2) an enormous variety of artistic displays. Moreover, in Pemambuco, 
the two main local newspapers: Diario de Pernambuco and Jornal do Commércio 
devote an extraordinary amount of space to camival events, giving the reader the
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impression that, for at least fifteen days in the year, there is not much life outside 
camival, or anything more important for the reader to think about, besides camival 
enjoyment. It is also quite common to find in the Brazilian camival literature 
overstatements saying that in Brazil camival is celebrated “in every city and town of 
the country” (Mariani 1986:127), involving “the entire population of the cities where 
they take place” (Matta 1977:244).^ Significantly correlated with the thoughts that 
camival is all-embracing and that “there is no life outside camival” is the belief that, 
in Pemambuco, “when ihs frevo starts it seems as if the world is about to end” -  as 
stated in Bandeira and Seve’s verse, quoted on ACT VI (page 252). Similarly, when a 
passista falls into passo nothing else and no one else matters -  as previously stated 
{ACT VI, note 10).
Hybridism and syncretism as fundamental characteristics of passo, frevo and 
Brazilian culture
The belief that frevo is contained in all dances, and conversely that all dances are 
contained in fi*evo is in fact an overt acknowledgement that passistas have been 
‘drinking’ firom many different dance sources. Thus, it seems self-evident that the 
process of development and crystallisation of jfievo as a dance genre is similar to that 
of frevo as music, which resulted from the combination of distinct musical sources.
The acknowledgement that passo is a hybrid type of dance implies necessarily a 
refutation of the widespread presumption that capoeira was the main, if not the only, 
source of passo. This is indeed too simplistic an explanation of the true sources of 
passo -  i.e., the plurality of dance elements and techniques which have actually been 
recreated and subsequently incorporated into the passo lexicon. Even if one agrees
ACT VII— The grand finale 3 6 7
that capoeiristas were the creators of passo, as stated by the absolute majority of 
Brazilian authors who have written about the subject -  such as Oliveira (1985), 
Duarte (1968), Limeira (1977), Real (1990), Maior and Silva (1991) among others -  it 
does not necessarily follow that capoeira should be regarded as the main or the only 
source of frevo dancing/ It is discouraging to see that this vague/misleading 
presumption about the absolute influence of capoeira on frevo, continues to be 
restated in fairly recent publications, but without any substantial basis of validation. In 
the entry “Brazil: Ritual and Popular Dance”, published in the International 
Encyclodepia o f Dance (1998), edited by Selma Jeanne Cohen, for instance, the 
anonymous writer of the entry affirms that “some of the capoeira steps and 
movements passed directly into street dancing [i .q . passo], with no significant change 
except for the addition of a decorative umbrella that disguised the true origins of the 
dance routines” (p.527 emphasis added).
I must point out in first place that the label of ‘street-dance’ to designate passo (or any 
other dance genre) is not only inappropriate but depreciative, and should be discarded 
from any serious academic research text. There is no such thing as ‘street dance’ but 
dances performed on the streets, and in fact, any dance genre can be performed on the 
streets if one chooses to do so. In Pemambuco, for instance, a great variety of dance 
genres, normally labelled as classical, modem, contemporary, ballroom, popular and 
so forth are actually performed on the streets, quite often side-by-side, in a number of 
dance events and festivals. Secondly, the assumption that some of the capoeira steps 
^d movements could have ever passed directly into frevo dancing, with no 
significant change, is strong evidence of the high degree of unfamiliarity the 
anonymous writer of the entry has with the topic s/he is writing about. If one takes as
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examples, steps such as pernada and tesoura, for instance, which still exist in both 
capoeira and frevo at present, it is verifiable that although their names are the same, 
the moves to which these names refer to are remarkably different, not only in terms of 
body movement but also in dynamic quality.
It is true that in contemporary Brazil, some passistas who also know how to play 
capoeira may actually perform capoeira moves to the frevo rhythm; and it is arguable 
that this might have happened in the past as well. In fact, during the fi-evo dance 
performance of Nascimento do Passo’s frevo dance school, Ramos and Carlos 
perform a capoeira game to the sound of frevo [See photos displayed on adjacent 
page]. Conversely, Nascimento’s frevo dance school group also perform frevo moves 
to the samba rhythm and to the sound of many other rhythms. However, when 
readapting those moves into distinct dance contexts, passistas are aware of which 
move belongs to which dance lexicon. In other words, they and spectators, with some 
familiarity with frevo, know they are simply 'capoeirando o frevo* or frevando o 
samba*. However, even in those cases in which one could argue that capoeira and 
fi-evo were simply ‘transplanted’ to another dance/music context, significant changes 
in the dynamic quality of the dance movement inevitably occur. Moreover, just as a 
samba parade could never be characterised, as such, simply by the presence of frevo 
moves in the procession, fi-evo dance cannot be characterised simply by the presence 
of a capoeira game in the midst of the whole frevo presentation.
Fundamental complementary lines of enquiry to be undertaken by dance researchers 
aiming to advance the limited knowledge that we currently have about the capoeira 
influence on frevo should include the investigation of the extent to which capoeira
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philosophy has remained in frevo dance practices in contemporary Brazil. Also, given 
that capoeiristas were the principal creators of frevo dance, it should be asked why 
there are so few performers who are both passistas and capoeiristas in contemporary 
Brazil.
Moreover, if dance researchers intend to make sound statements about the true 
origins of frevo, they must investigate not only the capoeira influence in frevo, but 
also the influence of a number of dance genres, such as caboclinhos, xaxado, samba, 
aerobics, ballet and so forth. They must also make direct comparisons between 
kinetograms of frevo moves and kinetograms of the moves of the other dance’s 
lexicons, in order to demonstrate the significant similarities and dissimilarities -  not 
only in terms of body movements but also in terms of the dynamic qualities of these 
moves as well -  which might exist between the dance genres they are writing about. 
Valdemar de Oliveira, for instance, came to the conclusion that modinha, dobrado, 
qmdrilha, maxixe and polka are the five main sources from which frevo music 
originated, after he had made direct comparisons between extracts of scores of those 
musical genres with scores of frevo songs.
It is true that, the demonstration of how much of frevo dancing originates in capoeira 
and how much of other dances are present in passo certainly is an extremely difficult 
task to be accomplished. Because, just like frevo music, passo also seems to have 
“emerged from the heterogeneous mixture in which the ingredients are less important 
than the collective creation which resulted from them” (Oliveira 1985:12). 
Paraphrasing what Oliveira has said in relation to frevo music it can also be said that 
it Would perhaps be more appropriate to borrow from chemistry the term combination
ACT VIT -  The grand finale 370
rather than mixture, because passo indeed constitutes a third body not at all similar 
to the ones which gave birth to it (1985:12 emphasis added).
In short, these are some of the main reasons why I believe that, when researchers 
attempt to explain the origins of frevo dance or/and to portray the general features of 
frevo dance by simply highlighting the capoeira influence in the dancing, the result 
inevitably displays a vague and deceptive picture of passo.
It is significant to highlight, for the purposes of this Act, that just as frevo and passo
are hybrid types of dancing and music, so too is Brazilian culture at large. Syncretism
is a phenomenon that is ever present in almost all spheres (artistic, religious, ethnic,
social and cultural) of Brazilian society. No doubt Brazilian society and culture
resulted from ethnic and cultural syncretism between Amerindians, Africans and
Europeans, who had not only to mingle racially* but also to re-define and assimilate
cultural influences from one another in order to survive. As the Brazilian
anthropologist Darcy Ribeiro puts it, “Brazilian culture was built with the bricks of
these three matrices at the same time in which they were being dismantled” (1995:30).
Differently from Spain and Guatemala, for instance^ which are multiethnic s o c i e t i e s
governed by a unitary State and for that reason divided by internal ethnic conflicts; in
Brazil, the confluence of varied matrices did not result in a multiethnic society
divided by the opposition of different components incapable of being mixed (Ribeiro
1995:22). The contrary was exactly what happened -as Ribeiro observes:
“Although the signs of multiple ancestry survived in the somatic 
physiognomy and spirit of Brazilians, Brazilians are not divided into 
cultural, racial or regional minorities who, linked to their own ethmc 
loyalties, claim their autonomy against the nation” (1995:20)^
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Ribeiro goes on to explain that, apart from the few remaining multiple ethnic tribes 
whose existence does not affect the national destiny, Brazilians are integrated as one 
ethnic nation? Ribeiro argues that, although Brazilians are differentiated in their 
racial and cultural matrices and in their features, which descend from early colonisers 
and more recent immigrants, they “know themselves, feel themselves, behave as one 
people, who belong to one common ethnic group, or to a national entity that is distinct 
from as many national entities as there are in the world” (p 22). Ribeiro also points 
out that Brazilians speak the same language that is differentiated only by regional 
accents -  differences which are much smaller than ones between the dialects spoken 
in Portugal, for instance; and they also participate in a body of common traditions. For 
this reason, Brazil is therefore not simply an ethnic group but a povo-naçâo [people- 
nation] (ibid. p 22).
Moreover, the fact that, in Brazil, the blacks, browns, yellows, reds, and whites are 
regarded, and regard themselves, simply as Brazilians}^ indicates that the very 
concept (and feeling) of nationality is one of the foremost examples of how Brazilians 
not only acknowledge but overtly value the social and cultural syncretism which 
gave birth to Brazil as a nation. The use of the compound term African-Brazilian, 
which is frequently used by outside scholars to refer to the Brazilian black people or 
lo those cultural products which, in their view, could have African roots, is a mere 
ideological-construction of those who try to make sense of Brazilian people and 
culture through the lens of their own foreign model of definition of nationality, and 
taxonomy of race.^^
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Having stated that “capoeira has an undeniably African aesthetic”, J. Lowell Lewis, 
for instance, asks: “if the African component is primary, the question then becomes, 
how integral is the Brazilian influence?”(1992:18) The manner in which this question 
is formulated clearly shows that the American anthropologist is presuming the 
existence of “a Brazilian culture”, which could supposedly exist above or dissociated 
from the influences of the African matrices. In other words, it seems to me that Lewis 
has failed to comprehend that syncretism is a fundamental characteristic of 
Brazilian nationality, culture and ethnicity, or that fundamental aspects of the 
Brazilian culture were built with the ‘bricks’ of African matrices at the same time in 
which they were being dismantled -  as Darcy Ribeiro puts it (1995:30).
This explains why it is that, in Brazil, the cultural products created and used by the 
Brazilian black people are not necessarily or instantaneously associated with Africa, 
as they normally tend to be in the eyes of outside scholars, who quite often approach 
Brazilian culture and (black) people as if they were a mere extension of Africa. I was 
puzzled to find that Barbara Browing entitled her book: “Samba -  resistance in 
motion” (1995), when in reality, at least, three quarters of her book is dedicated to the 
ritual dances of candomblé, capoeira, afoxé and the chicken dance performed at the 
baiano carnival, whereas only a single and brief chapter can be said to be actually 
dedicated to samba proper. Would the American scholar think it is suitable to use 
samba, as an unbrella term, to cluster such a variety of Brazilian ritual and secular 
dances and performances because, in her view, these cultural products have African 
roots and the groups who practise them would all have African blood? It is true that 
both samba and candomblé dances have an improvised character, but samba has no
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intrinsic relationship with candomblé -  eventhough candomblé practitioners have had 
fun in samba wheels.
I agree with Rowe and Schelling that the “culturalist approach”, which regards forms 
of black popular cultures in Braèil as a mere continuation of African culture, should 
be avoided. As Rowe and Schelling explain, “such an approach overlooks the 
profound alterations they suffered as they became part of a society founded on slave 
labour as a result of which they were transformed -  to use Bastide’s definition -  into a 
class subculture” (1994:43 emphasis added). Moreover, to regard race and culture as 
having a one-to-one relationship is to disregard the capacity that human beings in 
general have always had to create and re-create, to discover and re-discover new ways 
of inventing or doing things. In fact, I must point out that this capacity for ré­
adaptation and re-invention is even more stimulated when individuals have gone 
through disruptive and revolutionary situations, such as those experienced by the 
Amerindians, and the recently arrived African and Portuguese people during at least 
the first three centuries of the colonisation of Brazil. The polyvalent relationship 
between race and culture that, in my opinion, prevails in Brazil is succinctly 
addressed by the Brazilian playwright Hermilo Borba Filho, when he says:
“The Bumba-meu-boi is a spectacle of black people. This does not mean 
that its origins are African or something similar, nor that white people do 
not perform and dance in it, but that the predominance of black people is 
absolute in all Bumbas which I saw in Rio Grande do Norte, Paralba and 
Pemambuco”(l 982:15).
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• The polysemous and ambivalent character o f  carnival and frevo
Besides being all-embracing and hybrid, frevo and carnival are also polysemous and 
ambivalent, in the senses that they mean “different things to different people” and 
have “different meanings for the same person” -  as Burke has stated in relation to the 
early modem European pre-Lenten rituals (1978:189,191). It can be said that the 
ambivalence of Brazilian carnival is analogous to a kaleidoscope, within which one 
can see different images and apprehend different meanings, just by moving it slightly 
or shifting the angle of one’s vision. In Pernambuco carnival is at the same time: an 
open-air and an indoor event; a traditional and a modem ritual; a festival given to the 
people and one that the people give to themselves. In other words, carnival is an 
unofficial and spontaneous celebration as much as it is an official and highly planned 
festival. It is an entertainment for its own sake but it is also a big business, as it also 
involves much work and investment, in order to be successful and to gratify revellers 
and sponsors. Carnival is an opportunity at which the Pemambucans express 
themselves through humorous criticisms of the social order, including politicians, 
cormption and cultural values -  which can be religious, sexual or of any other type -  
as much as it is an occasion to reinforce cultural habits, values and social hierarchies. 
Moreover, “ambiguity permeates the language and symbolism of Carnival” in 
Pemambuco and other places, because it “brings together through the use of mask and 
disguise the most disparate elements: devils as gods, men dressed as women, humans 
as animals” (Rowe and Schelling, 1994:133).
Significantly, and in a like manner, frevo and capoeira have both a polysemous and 
ambivalent character, which can be depicted in different ways. A remarkable example
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is the duality or ambivalence of practitioners who are at once challenging (or
competing) and exchanging (sharing) with one another, which is present not only in
frevo but also in capoeira. In this respect, Mestre Meia-Noite explains:
“In a typical capoeira game one player says [in body movements]: ‘I did 
this’; and the second player replies: ‘Hey man, you did this, but I can also 
do this, plus that’. And the first player answers: ‘Besides everything you 
have done, I can also do that, plus that, and also something else’. I mean, 
capoeira is a game of challenge and exchange”.
It is arguable that this joyous instigating duality that is present in capoeira games and 
frevo dance practices, when taken to its extreme, might be seen as correlated with the 
obsessive spirit of competitiveness which is deeply ingrained in the mentalities of 
many members of carnival groups which parade in the Brazilian street carnivals to 
compete for prizes. Needless to say that competitiveness among individuals pervades 
almost all social practices not only in Brazil, but in countless capitalist societies.
The ambiguity of both frevo dancing and capoeira is also evident in the fact that like 
carnival, they are both multipurpose activities; they not only mean different things to 
different people, but have different meanings for the same person. Therefore, non- 
ambivalent labels, such as ‘musical performance’, ‘dance performance’ or ‘martial 
art’ are insufficient ways of classifying the capoeira game, which encompasses all 
these characteristics in one single practice.
Frevo dance’s ambivalence has already been revealed throughout the thesis by the fact 
that, for the passistas of the frevo dance school group, frevo is at once, an 
entertainment, a form of therapy and an artistic work. It is sigmficant to consider, at 
this point, that the multifunctional character of frevo dance practices has again been
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reinforced in different manners by a number of professional passistas, in response to 
questions such as: Do you like carnival? What does carnival means to you? What is 
your carnival like?
In this respect, Jaflis do Passo told me that, as soon as he had created the Professor
Gereba character in 1994 he began “to live carnival” as Gereba. Having explained that
Professor Gereba agreed to dance on the top of lorries (i.e., trios elétricos) on the
condition that he would dance only to the sound of frevo rhythms, Jaflis states:
“It is in this way that I brinco carnaval [play or have fim during carnival] 
in Recife; and you asked me if I find it pleasant, I do. (...) This is 
interesting, because we work, but we work vdth so much love that for 
those of us, who do this type of work, it is an entertainment, it is a game. 
Wow! I am cheerful, transmitting happiness to the masses, to the people, 
and receiving it back. It is fun! What cheerful work! What joy! What a 
good thing! Then, I feel very special there on the top [of the lorry]. I think 
everybody: musicians, dancer, singer, we all feel extremely special. 
Because it is a super thing! It is very beautiful, it is fascinating to see all 
that crowd on Boa Viagem Avenue, in the Galo da Madrugada.. I don’t 
think I need to say anything else... and when you’re performing on the 
top of the lorry, it is so crazy!
Jaflis’s answer, quoted above, clearly shows that he enjoys carnival greatly through 
his frevo dance performances; or, in other words, while dancing frevo in carnival, he 
is working and entertaining himself at the same time. Moreover, carnival seems t o  b e  
experienced by Jaflis as an extension or climax of his life work, because during 
carnival, as he puts it, he actually lives carnival as Gereba. So, the manner in which h e  
expresses himself suggests that he is not simply interpreting/performing a c h a r a c t e r  h e  
created, who is called Gereba, but existing as Gereba himself whilst being at play.
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In response to similar questions Valdemiro Neto explains that he likes carnival, and
that his carnival means going to Olinda and Recife to dance and to meet his friends in
general, and those from the frevo dance school group in particular, to have fun and to
relax: “I think my carnival is like this: to go out, to have a good time, to play and to
relax a little”. In response to the question: “is your carnival more work, more
amusement or is it both when you are with the frevo school?” Valdemiro replied:
“I think it is both, isn’t it? At least, for us, teachers, I think it is both, 
because when Nascimento is not present, representing himself and the 
school, we are entrusted with that role. It is a job, but it is also an 
amusement, because we also have a good time, we see a lot of funny 
things. Carnival for me is like this: to really fall into the bagaceira 
[rumpus]. I think it is both things for me: amusement and work.”^^
In Gil Silva’s answer the paradoxical combination of high expenditure of energy and 
relaxation, which is ever present in both frevo and carnaval is illustrated. Gil said that 
“although we are tired because we don’t stop”; for him, carnival is a way “to relax 
more”. He says:
“I see carnival as a way of relaxing, and dancing the way we like: very 
spontaneously. I like it when people ask us to make a circle, and brinca 
[dance playfully]. And show them that frevo dance has an incredible 
wealth [of moves], that it is not only that thing of tesoura, ponta-de-pé- 
calcanhar. When the passista is dancing to the sound of an orchestra and 
expresses all his/her emotion and the audience likes it, then those four or 
ten years of frevo dance practice become worthwhile, because the passista 
is reassured that s/he has mastered a little bit of that rhythm that is so 
contagious. Therefore, I see carnival as an opportumty to desparecer by 
showing the public that Pemambuco is wonderfully rich, and if a person 
understand this, s/he will always be brilliant wherever s/he is.
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When Gil explains that he prefers going out on carnival days without having the 
commitment to dance frevo in scheduled presentations, this statement suggests that, in 
his view, professional duties obstruct somehow the amount of freedom, spontaneity 
and enjoyment that he experiences when he is playing carnival and falling into passo 
just for fun. Nevertheless, although he said that he prefers to dance spontaneously (in 
non-scheduled presentations) within the frevo wheel during carnival days, his greater 
satisfaction or enjoyment as a foliao is rather professional: it is to show to the public 
on the streets during carnival days the richness of frevo dance moves and musical 
interpretations.
After having stated that he did not like to brincar carnaval, because nowadays it is
very violent, and that he preferred to stayat home watching Rio de Janeiro’s samba
schools street parade on television, José Ramos said:
“carnival for me is work. As a passista, I like carnival because I know 
where I will be dancing and where I will be brincando [playing, having 
fun], and the place where I will be dancing and having fun is always very 
safe. Carnival is very important for us, because for those who work all 
year round, carnival is like the only entertainment we have -  apart from 
the dance performances in other places. Besides that, all we’ve got is 
street carnival on the carnival days. For this reason, I think carnival is 
very important. I find it very pleasant.”
MG: Tell me more about your routine as a passista during carnival.
RS: Ah, this is very good. For me, this is good because I spend practically four days 
away from home. I only go back home to say hello to my mother, and to let her 
know that I am well. Then, I go back to carnival. We keep on dancing morning, 
afternoon and evening, morning, afternoon and evening, and sometimes into the 
small hours. I only come to stop...
ACT V II- The grand finale  3 7 9
MG: Dancing in scheduled presentations or for fun?
RS: Yes, we’ve got the whole day full of [scheduled] presentations. But sometimes, 
some of the dance colleagues say to me: Ramos, we will be brincando in Old 
Recife. Then, I go there to meet them ... [Interruption due to end of the tape].
MG: Do you have presentations scheduled during the three days of carnival?
RS: Ah, yes. We have presentations throughout all the carnival days, even on Ash 
Wednesday we dance.
MG: How many days does this intensive full-time dancing routine last?
RS: We dance throughout the three days of carnival, either as a passista or as a foliao, 
for fun. Before the carnival days we also dance, because we from the frevo 
school don’t practise frevo just during carnival, but all year round. You can see 
that the school runs all year round. So, there are frevo dance presentations the 
whole year. The state schools request frevo dance performances, and in many 
other events, people request frevo, so we are often invited to dance. We don’t 
have the responsibility of dancing frevo only during the carnival.
When Ramos says, for instance, that “Carnival is very important for us, because... 
carnival is like the only entertainment we have -  apart from the dance performances 
in other places'', it is evident that he enjoys and values carnival greatly as a social 
diversion -  although he had said earlier that he did not like to brincar carnaval. It is 
also clear in his statement that, for him, to dance frevo is a joyous activity, although 
he has taken it on as a job and profession which, just as countless others, requires 
responsibility — as overtly acknowledged in his last sentence quoted above. Ramos’ 
seemingly contradictory answer also reveal another type of ambivalence experienced 
hy passistas and folioes during carnival times: the conflicting feelings of love and 
aversion for the party that might be translatable into the fear/desire of taking risks — 
which Ramos and many people, including myself, feel — before stepping out and 
heyond our daily routine in order to achieve some measure of freedom and ftin during
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carnival days. It is indeed quite common to meet people in Recife and Olinda, who 
had previously said that they were not going to go to carnival parties that year, and yet 
they are seen completely immersed in folia  during the carnival days.
Inès’ and Nascimento’s answers to a similar set of question suggest that, at least at the 
discourse level, they see as self-contradictory or incompatible the roles of being 
simultaneously at work and at play during carnival days. Inès da Silva says that, as a 
professional, “carnival is work” for her; and because in 1998 she had been dancing 
with the Nascimento’s frevo dance school group for six years, Inès also remarks that 
she no longer knows what it actually is to brincar carnaval, which, in her words, 
means
“to go out onto the streets, and to actually expand yourself. To forget 
about everything. That is what carnival means to me. To go out, to see a 
bloco and to follow it, and another one. Not even remember that we have 
a house. When we get tired, but the orchestra plays, we forget the 
tiredness, leave the fatigue aside. It is enough to play a frevo for us to feel 
lifted. This is what brincar carnaval means to me.
Now, in terms of work and professionalism, as I have been doing for six 
years, it is to go out onto the streets with the responsibility of looking after 
the group from beginning to end, and even having to take them back 
home. It means arriving at home at 4 am and at 8 o’clock in the morning, 
being back on the streets dancing with the same group. That is why, lately 
[I think] I am not brincando carnival [in the strict sense of the term].” *^
In response to the question: “what is carnival for the Master Nascimento do Passo? , 
Nascimento replied:
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NP: Carnival for me ... I would like to have money, in order to brincar carnaval. 
Because all that I do is to work; [laughter] it is true. I always say: ‘the day that I 
have enough money, nobody will see me during carnival’, as I will only brincar 
[have fun]. Because it is not fair that I have to spend the whole year teaching 
frevo dance classes, and participating in frevo dance performances, 365 days a 
year -  as you have seen, and I told you just a while ago, didn’t I? There were 88 
presentations during the second semester [of 1997]; and this was only through the 
Escola Municipal de Frevo. I am not even considering the presentations of the 
Escola Recreativa Nascimento do Passo, that is something else. Then, when 
carnival arrives, I still have to participate in presentations such as the opening of 
the Recife carnival, the opening of the Olinda carnival, and to go to Igarassu, to 
Itamaraca, and so forth.
MG: Does carnival open up more opportunities to dance?
NP: Yes, for receiving some spare change, doesn’t it? The number of presentations 
increases a little bit.
At my request, Nascimento tried as best as he could to recollect the number of 
performances his group had given during the previous year’s carnival which, 
according to him, had begun on pre-camival Thursday and ended on Ash Wednesday. 
After having listened to what he said, I commented to him: So, carnival for you means 
to work even harder than you already work throughout the year? Then, Nascimento 
replied:
“Yes, it is to work harder than I already work. Because the boys [dancers] 
want to receive some cash. Then, when the possibility of presentations 
appears, I sign the contracts, and I send them out: ten go here, five go 
there, eight somewhere else. At the end, what I receive I spend on 
transport visiting the places to check if everything is fine”.
Although Nascimento justifies his own full-time participation and that of his group on 
carnival days in terms of the necessity they have to make some extra-cash, I believe.
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this explanation is not totally convincing. The main reason why, in my opinion, 
Nascimento and his group do not allow themselves to stop dancing frevo or 
participating in frevo dance performances during carnival, is because they love doing 
what they do in first place; or have become so ‘addicted’ to frevo, that they no longer 
have the strength to react against what they are doing. It is hard to believe that any 
of the professional passistas interviewed would dance frevo almost uninterruptedly for 
many consecutive days, if it were just for the money they receive. Carnival festivity is 
certainly one of the most favourable opportunities for Nascimento and the passistas of 
his group to do one of the things they like doing best in life, that is either to promote 
frevo dance or to dance frevo, or both. Carnival is therefore an unmissable occasion, 
as there are events going on almost uninterruptedly 24 hours a day, and countless 
opportunities for them to show their artistic work and to make new social contacts. 
Since to dance frevo is already experienced as a pleasurable, amusing activity, it 
naturally matches and complements the spirit of carnival entertainment. There is no 
doubt that the passistas interviewed are both frevo lovers and carnival lovers, as can 
be seen from all the passages quoted above. Thus, the label passista-foliao might 
somehow suit all of them.
The passistas’ predicament of being at work whilst being at play, or vice versa, or 
their dilemma of having to assume ambiguous/ambivalent roles during carnival, is 
not only correlated with the process of fetishization of passo, but also reassures the 
long lasting and widespread view that carnival artistic forms belong to “the borderline 
between art and life” -  as Bakhtin has stated in relation to the images of European 
Medieval carnivals which, in his view, closely resemble the spectacle, which in reality 
“is life itself, but shaped according to a certain pattern of play” (1984:7).
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Further consideration of how carnival has always been about laughter, joy, catharsis 
mà. fantasy, presented below will also explain, in part, why frevo, in its process of 
transformation from a fundamentally joyous participatory performance into a tourist 
artistic commodity, could not detach itself completely from its original carnival 
entertainment purposes; otherwise some of its most vital and elated characteristics 
would be lost and its social meanings weakened. This also explains why some 
professional passistas, who dance frevo professionally all year round, cannot afford to 
miss the opportunity of performing out on the streets -  either on the top of moving 
lorries or on tough street pavements -  during carnival days. They, deliberately or not, 
need to feed, not just their pockets with some cash, but their art with the ecstatic 
carnival spirit and vice versa.
• The carnivalesque spirit o f joy, freedom, laughter and catharsis in frevo
The literature review shows that laughter, joy, catharsis and fantasy are some of the 
key words which describe the core qualities of carnival in different times and places. 
“Carnival is the people’s second life, organised on the basis of laughter” — says 
Bakhtin (1984:8). Similarly, Roberto da Matta points out that “it is impossible to have 
a funeral without sadness and carnival without joy” (1983:163). After having stated 
that “the carthasis leads the foliao into a symbolic social balance ”(1984:4), Monica 
Rector stresses further that “carnival establishes a fusion between the world of society 
and the world of fantasy, in order to suppress the discontinuity between them 
(1984:102 emphasis added). Umberto Eco thinks that “the idea of carnival has 
something to do with the comic. So, to clarify the definition of carmval, it would
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suffice to provide a clear-cut definition of comic”( 1984:1). The complexity of the all- 
embracing and ambivalent nature of carnival laughter has been explained by Bakhtin 
as follows:
“it is [the] laughter of all the people... it is universal in scope; it is 
directed at all and everyone, including the carnival’s participants. The 
entire world is seen in its droll aspect, in its gay relativity... this laughter 
is ambivalent: it is gay, triumphant, and at the same time mocking, 
deriding. It asserts and denies, it buries and revives. Such is the laughter 
of camival”(1984:11,12).
Like carnival, passo is also about freedom, laughter, joy and catharsis. The foliao is 
fi-ee to choose the character he wants to play during carnival, and the passista has the 
autonomy to discover his or her own dancing. In both cases, passistas-folioes have the 
privilege to be adventurous, to try out alternative ways of being/performing, which 
ultimately liberate them fi-om their ordinary ‘selves’ and expand their own 
life/performance limits.
It is quite common to hear prospective folioes in Pemambuco saying: eu quero me 
perder nesse carnaval -  i.e., carnival this year, I want to lose myself’; or, eu quero 
me acabar nesse carnaval -  i.e., carnival this year, I want to put an end to myself. 
Although different in content, these expressions both convey the idea that they want 
to go beyond the limits of what they are/perform daily; and by doing this folioes abide 
in fantasy; or in a dream-like reality. It could be said perhaps that some of them have 
the good fortune of living reality with the awareness and the wisdom that each 
moment is just like a fleeting dream.
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It can also be said that the major ‘commitment’ that typical passistas and folioes have 
during carnival is to enjoy/dance themselves all day long, almost uninterruptedly, 
until their bodies turn into a bagago i.e., trash. As prospective folioes customarily say 
in Pemambuco: eu quero me esbagagar nesse carnaval -  i.e., carnival this year, I 
want to tum myself into a trash. This means that they intend to have as much fun as 
their physical resistance allows them to have during the camival days, in order to 
achieve the joyous cathartic feelings of relaxation and fulfilment they long for.
It is also significant to note that both passistas and folioes, as well as the passista- 
folioes lose themselves in passo, as much as they become absorbed in the camival 
festivity. They both reach a state of elation which fills their bodies and minds with a 
powerful energy that is beyond their ordinary state. Consequently they find 
themselves capable of performing feats of physical exertion.
In a highly stratified society such as Brazil, street camival certainly represents one of 
those rare opportunities in which individuals may experience, within the intoxication 
of the follies, some special feelings of equality and liberty that they long for in their 
daily lives. When folioes are following the innumerable camival groups along the 
narrow streets of Recife and Olinda packed with people, they are not only very close 
to one another physically but to a great extent emotionally as well. The interpersonal 
‘space bubbles’ which normally separate people seem to have disappeared 
temporarily. Thus, it is as if the whole crowd had become a single orgamsm that is 
being carried away by the music, dancing and singing, towards one of the foremost 
objectives that all human beings — regardless of age, social class, race or nationality — 
have in life, that is to be happy. The experience of being part of a camival crowd can
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be very thrilling, if one has chosen to be there. The person tends to feel freer to lose 
his/her ordinary self completely -  maybe because there is not much space left, if any, 
for anyone to stare at anyone else judgementally. No doubt, proper folioes actively 
enjoy being part of the crowd, in order to feel the stimulating heat that comes from all 
the other bodies moving rhythmically together in time.
The feelings of group solidarity and visceral emotions that one may feel when moving
rhythmically together in time have been discussed by William McNeill, who calls
muscular bonding “the human emotional response to moving rhythmically together
in dance and drill” (1995:vi). McNeill tells us about the training he had in the United
States army, in 1941, which consisted of drilling in the hot sun and sweating hour
after hour as the soldiers moved in unison and responded to shouted commands, and
curiously he emphasises that he found the experience very enjoyable. The author
explains that although he knew intellectually that those drilling exercises were useless
in twentieth century warfare, which was a matter of trucks and railroads, he liked
“marching aimlessly” on the drill field, and “swaggering in conformity with
prescribed military postures”. He states:
“Words are inadequate to describe the emotion aroused by the prolonged 
movement in unison that drilling involved. A sense of pervasive well­
being is what I recall; more specifically, a strange sense o f  personal 
enlargement, a sort of swelling out, becoming bigger than life, thanks to 
participation in collective ritual” (1995:2 emphasis added).
Moreover, the “state of generalized emotional exaltation” that McNeill describes is in 
his opinion, not triggered by any external stimulus beyond the act of marching m 
itself. He says: “moving briskly and keeping in time was enough to make us feel good 
about ourselves, satisfied to be moving together, and vaguely pleased with the world
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at large” (1995:2). The reason why marching rhythmically in a collective ritual makes 
one feel good is, in McNeill’s point of view, because it awakens a type of emotion 
which “constitutes an indefinitely expansible basis for social cohesion”; and, as he 
explains, this may happen “among any and every group that keeps together in time, 
moving big muscles together and chanting, singing, or shouting rhythmically” (p.2). 
From the physiological perspective, McNeill explains that “the primary seat of bodily 
response to rhythmic movement is apparently situated in the sympathetic and para­
sympathetic nervous systems” (p. 7), which are the nerve complexes involved in all 
emotions. From a psychological perspective, the author raises the hypothesis that
“rhythmic input from muscles and voice, after gradually suffusing through 
the entire nervous system, may provoke echoes of the fetal condition 
when a major and perhaps principal external stimulus to the developing 
brain was the mother’s heartbeat. If so, one might suppose that adults 
when dancing or merely marching together might arouse something like 
the state of consciousness they left behind in infancy, when psychologists 
seem to agree that no distinction is made between self and surroundings" 
(1995:7 emphasis added).
In conclusion, according to McNeill’s ideas, muscular bonding leads individuals to 
experience the occurrence of boundary loss — which the author defines as “the 
characteristic alteration of consciousness that sets in as the rhythm of muscular 
movements takes hold ” (p 8). As a result of losing the boundaries between self and 
others, there arises in the individuals the feeling that they are one, and it is in this 
sense that moving our muscles rhythmically in a group may consolidate group 
solidarity, according to McNeill’s conviction.
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The theme of dance as highly social and levelling activity that draws people together 
in solidarity, or as an emotional outlet, have been discussed by a great number of 
dance scholars since Radcliffe-Brown (1922) -  with whom MacNeill acknowledges 
that his ideas agree nicely (1995:7,8). For Spencer, the topic has already become a 
sociological cliché, equivalent to the psychological catch-phrase of dance as a means 
of “cathartic release of tension” (1993:15). Nevertheless, I believe that MacNeilTs 
hypothesis provides further ground on which one can understand the phenomena of 
frevo and the camival crowd. For instance, the sense of pervasive well-being and 
personal enlargement that the author says he felt when moving rhythmically in time 
with his peer group, seems to be fundamentally similar to the feeling of every- 
whereness and pliant extent in space which characterise the passistas’ flexible 
approach to space. This indicates that the phenomena of muscular bonding and of 
boundary loss occur in both contexts of camival and frevo dance, which ultimately 
justifies folioes’ finding the experience of dancing in the midst of a crowd enjoyable 
and stimulating. It is significant to note, in this respect, that Valdemar de Oliveira 
believes that the narrow streets of the Sao José district, in Recife, where frevo 
originated, are more suitable for dancing frevo than the modem and larger avenues 
are, because, in the later, the physical contact among folioes is reduced, thus, lowering 
the frevo’s level of excitement (1985:123-4).^^
Not everybody indiscriminately within a camival crowd may experience the 
phenomenon of ‘muscular bonding’ and ‘boundary loss’, but only those folioes who 
have dived headlong into the impassioned momentum of dancing and singing, and 
participating fully in camival street processions. Of course, there are also a number of 
people who go to camival but do not enjoy the feeling of being there. So, their
ACT VII — The grand finale  3 8 9
relationship with the crowd is essentially different. Goethe, for instance, overtly 
expresses his dislike for the Roman Camival in his diary, and writes: “Nothing is 
more boring than to watch others go mad when one has not caught the infection 
oneself’ (1970:471). Consequently, the thoughts and impressions that the crowd of 
folioes awakened in him were diametrically opposed to the ideas of muscular bonding 
and boundary loss, as previously described by McNeill. Goethe makes an analogy of 
the long narrow streets packed with people with “the road of our earthly life”, and 
points out that:
“there too, [within the crowds of Roman street camival], a man is both 
actor and spectator; there too, in disguise or out of it, he has very little 
room to himself and, whether in a carriage or on foot, can only advance by 
inches, moved forward or halted by extemal forces rather than by his own 
free will; there too, he stmggles to reach a better and more pleasant place 
from which, caught again in the crowd, he is again squeezed out” 
(1970:469).
Goethe’s philosophical view of camival crowd as a fighting field is certainly very 
profound and accurate to describe/interpret the phenomenon in distinct societies and 
historical periods. In fact, it may reasonably be supposed that a number of frevo steps, 
such as abre-alas, rojao, pernada, chutando de lado, for instance, resulted from the 
passita’s stmggle to define his own territory, and consolidate the stability of his or her 
interpersonal space in the crowded environment of street-camivals. However, it is 
also tme that, generally speaking, folioes not only actively enjoy being part of the 
crowd, but also feel a heightened sense of freedom and fellowship — similar to what 
sometimes may happen at some rock concerts, like Woodstock for instance, or 
football matches. Sometimes, the simple fact that a crowd of people present in a bus 
or train is going to the same party is enough to create an unusual feeling of friendship
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between them. People are more inclined to see, to greet, to smile and to talk to each 
other, regardless of whether or not they have met the other person before.
There are indeed marked differences between the ways in which people interact 
during and after camival; and those who have actually ‘moved’ to Olinda temporarily 
during the camival week in order to brincar camaval fully knows fi'om experience 
how sad the general atmosphere in the city becomes when camival is over. The 
changes in people’s behaviour have been portrayed in the lyrics entitled Marcha da 
quarta-feira de cinzas [Ash-Wednesday March] by Vinicius de Moraes and Carlos
Lyra, which say:
Acabou o nosso cam aval 
E ninguém o w e  cantar cangoes 
Ninguém passa mais brincando fe liz  
E nos coragoes
Saudades e cinzas fo i  o que restou  
Pelas ruas o que se vê 
E uma gente que nem se vê 
Que nem se sorri 
Se heija e se abraga
E sai cominhando, cantando e dangando 
Cantigas de amor 
E no entanto é preciso cantar 
Mais que nunca é preciso cantar 
E preciso cantar e alegrar a  cidade
Our camival is over
And nobody hears songs being sung
Nobody passes playing happily any longer
And in everyone’s hearts
Longings and ashes are all that is left
In the streets what one sees
is a people who do not see each other
who do not give a smile
nor kiss or hug each other
And go along singing and dancing
Love ballads
However, to sing is necessary 
More than ever to sing is necessary 
To sing is necessary to cheer the city up
It is worth noting that similar phenomena also occurred in the 1787 Roman carmval, 
as Goethe witnessed and remarked: “the most lively and exquisite delights 
[experienced by the crowd of folioes] are like horses racing past, the experience of an 
instant only, which leaves scarcely a trace on our soul” (1962:469). For this reason, it 
is with great satisfaction that I perceive the free, joyous, egalitarian, and cathartic 
carnivalesque spirit continuing to be cultivated, to a great extent and throughout the 
whole year, by the frevo dance school group chosen for study in their routine frevo 
dance practices -  as shown in Acts IV and V.
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• Frevo: the flagship rhythm of Pernambucan carnival
It has already been argued {ACT I, page 100) that one of the most distinguishable 
historical feature of frevo (music and dance) is that of having originated as twin arts 
in the midst of street camival revelry. Although there is nothing exceptional in frevo’s 
power to enliven street-camival celebrations either in Pemambuco or elsewhere, 
because countless other rhythms perform a similar function, {samba-enredo and 
calypso, for instance, also cheer up camival festivities in Rio de Janeiro and Trinidad 
respectively). It is observable that in contemporary Brazil local camivals are mainly 
distinguished from one another through the artistic displays of each festival. 
Therefore, the observation of the distinct types of folk-popular manifestations that 
enliven the camival festivities in different places, seems to be one of the most 
effective ways to identify a set of fundamental characteristics which distinguish 
camival in a particular venue, city, region or country.
Moreover, it is not only in Brazil that camival celebrations have been closely 
interrelated with folk-popular cultures. Bakhtin recounts that, in the Europe of the 
Middle Ages, the marketplace was the most privileged site where comic shows, 
camival pageants and a great variety of folk festivities of a camival type used to take 
place. These included comic rites and cults, clowns and fools, giants, dwarfs and 
jugglers, the vast and manifold literature of parody. Although varied, all these forms 
belong to “one culture of folk camival humour” — Bakhtin says (1984:4). Further 
evidence of the significant links between camival and popular cultures in early 
uiodem European societies is the fact that Peter Burke (1978), in his attempt to
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analyse the popular culture of early modem Europe dedicated one special chapter to a 
discussion of camival.
In Brazil, it is significant to note, for instance, how each of the main foci of camival 
merriment differ from one another basically in terms of specific types of music, 
dances and visual art expressions. It could be said that, the escolas de samba suffice 
to define Rio’s camival, the afoxés are representative of Salvador’s camival, and the 
frevo-clubs,frevo-de-blocos, maracatus and cabocUnhos embody the prevailing spirit 
of Pemambucan camivals. This does not mean to say that afoxés and escolas de 
samba do not participate in Pemambucan camivals, nor that afoxés and escolas de 
samba are the only artistic displays in the baiano and carioca camivals. What it does 
mean is that, due to social, cultural and historical reasons, these are the most well 
established and therefore representative expressions of the local camivals in those 
cities.
The presence of the aforementioned artistic expressions in Brazilian camivals 
explains why music, dancing and singing are at the heart of the festivals; and this is, 
perhaps, what would ultimately differentiate Brazilian from European camivals:^^ the 
former being essentially musical, the latter, fundamentally theatrical.
Taking as an example the Venetian pre-Lent festival, it is clearly evident that masks 
and costumes are at the heart of the celebration. Dancing and singing are virtually 
absent from the party, and music is used almost exclusively as a subsidiary element 
for the masquerade parades. The typical songs of Venetian camivals, which are 
played over sound systems during the parade of the masquerades in S. Marco square,
ACT VII — The grand finale 393
are Antonio Vivaldi’s compositions for violin and violoncello -  as I witnessed in the 
1997 carnival. Vivaldi’s songs certainly give a magical atmosphere of solemnity and 
quietude to the party, but they do not invite the participants either to sing or to dance. 
By way of contrast, the theatricality of the Brazilian camival street parades is 
expressed not only through visual arts, masks and costumes but principally through 
body movements, dancing and singing -  as can be seen in the official parades of 
samba schools in Rio and Recife, for instance, in which there is always a plot or a 
theme being enacted for the public.
In Venice, the camival participants simply walk leisurely along the streets -  many of 
them basically looking in the shop windows, and occasionally stopping to buy some 
souvenir. Conversely, in Recife and Olinda the crowds of folioes seldom walk, they 
‘march’ literally, as they are quite often compelled to move by marking the different 
types of rhythms with their feet. In fact, before frevo music acquired particular 
characteristics and was named as such, it was known as marcha [marching]. In the 
1950s, Cascudo still defines frevo as a ""marcha vAXh. a syncopated persistent, violent 
and frantic rhythm, which is its most prominent characteristic”(l 993:346). Even when 
following the blocos-de-fi'evo processions, in which the lyrical and nostalgic frevo 
songs are played and sung, the folioes do not simply walk — but move in a way that is 
more rhythmical and dancing than an ordinary walk.
Regarding the remarkable power of fi'evo to enliven Pemambucan camivals, it is 
worth considering the expression pular camaval that literally means to jump 
camival’, which is mainly used in Pemambuco but not in other states of Brazil — as 
fur as I am aware. The use of this expression denotes a type of participation in
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carnival that is typical of this state. Pemambucans seldom say T am going to 
participate in camival this year’. They either say: “I am going to brincar carnival, or 
pular carnival. Or, they may also ask someone else: ‘are you going to brincar 
carnival, or pular camaval this year?’
Whereas the former expression translates the joyous and playful spirit of 
Pemambucan camival that is also strongly present in frevo dance; the latter might be 
interpreted as a strong evidence that frevo is still one of the most powerful rhythms 
that enlivens Pemambucan camivals, because it is indeed by jumping or hopping that 
people dance frevo. The expression ‘to jump camival’ would not make sense in places 
where the flagship rhythms are the samba or the afoxé for instance, because no one 
dances samba, afoxé or maracatu by jumping. This might also reinforce the 
widespread assumption among passistas that frevo is the flagship of the Northeast 
Brazilian folk-popular dances.
• Frevo as a symbol o f  cultural values: some considerations
On account of the great variety and popularity of other rhythms and artistic displays in 
Pemambuco it is cmcial to probe some of the reasons why has frevo been 
selected/elected over other dance genres and theatrical/musical performances as one 
of the most representative icons of Pemambucanism.
The answer to this question requires some critical examination of frevo as a cultural 
symbol?^ This means deciphering frevo’s subliminal meaning; and observing the 
ways in which frevo’s visual and kinaesthetic statements, which are channelled ui
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muitisensory ways, may ignite feelings, reinforce, or augment the meanings 
conventionally associated with it. The relevance of the symbolic level of dance 
analysis has been explained by Daniel in terms of its capacity to display “the 
interconnections of an aesthetic system to other arenas of social life”. In the author’s 
opinion, “it shows what dance can do — how it can display values, relate concerns, or 
reiterate messages” (1995:136-137).
Following a similar track of reasoning, I came to the conclusion that frevo has been 
selected over other Pemambucan dances as the foremost icon of Pemambucanism due 
to its greatest power to symbolise the prevailing stereotyped model of Pemambucan 
people as being gutsy, strong and determined to fight for their ideals. This idealised 
image of Pemambucans is asserted in the aheady mentioned car stickers, which read 
“I am from Pemambuco, thus I am a strong person”, and it is also stamped in the 
Pernambuco’s state anthem, which exalts Pemambuco as the land of “brave warriors”. 
Significantly, the prevailing belief among the community of frevo dancers 
interviewed is that good passistas must have both garra [strength] and pique [agility].
That desirable garra or bravura that Pemambucan people appraise, in verse and prose, 
can be seen symbolically immersed in frevo dance performance in different manners. 
The pique, or agility, for instance, that the good passista must have to dance frevo in 
accordance with the quick tempo of the music and, at the same time, displaying 
novelty and challenging steps is just a demonstration of that desirable garra or bravura 
that Pemambucans overtly value. When, for example, passistas stand on the tip of 
their toes without using blocked point shoes — one could read, subliminally the 
message: “look, I can take dangerous risks without getting injured . In a word. I am
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Strong and courageous”. It is equally important to recognise that the predominant 
presence of rapidity and bodily force in ffevo means, in Laban’s terminology, that 
passistas are, likewise brave warriors, struggling against something: time and gravity, 
in this case. Symbolically, however, it can be said that passistas are actually 
struggling to transcend their limited mode existence as a whole. No doubt, the ideal of 
performing novel and challenging steps to impress and delight spectators, certainly is 
correlated with one’s need for some measure of social recognition, which is an 
indispensable ingredient in boosting one’s self-esteem. It is also significant to 
consider that a dance, such as passo, in which the performer is required to spend as 
much energy as possible, and to perform as many distinct steps as possible in a short 
time span was originally created and continues to be practised in contemporary Brazil 
mainly by those people for whom the future is not a gift to be received but a present 
fought fo r  -  as the history of Mestre Nascimento do Passo richly illustrates. No 
doubt, in a savage capitalist society, as Brazil currently is, the more one is 
dispossessed, the more strength, effort and versatility is required for one to survive.
From the practitioner’s perspective, ffevo certainly is a privileged space in society 
where s/he can see her/his modes of behaviour, creativity and identities being 
symbolically enacted or displayed and, to a certain extent, valued, and accepted by 
large sectors of society. This explains, in part, why the vast majority of passistas 
interviewed intend to follow the career of frevo dancer and/or dance teacher, with the 
encouragement of parents and friends. From the perspective of the authorities, the 
value of frevo as an icon of Pemambucanism is an effective means of identification of 
the local government with the working masses. In spite of being more committed to 
the interests of the minority elite, the political authorities need to use folk-popular
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symbols as icons of Pemambucamsm to legitimise their political power over a social 
body that is highly heterogeneous and stratified. They therefore need to identify 
themselves with the popular symbols cherished by the Pemambucan working classes, 
because they constitute the vast majority of the voters.
Another strong reason why ffevo has been selected over other dance/music genres as 
a privileged image of Pemambucanism is because, like carnival, it has the power to 
symbolise the democratic social values of egalitarianism and freedom of expression. It 
is significant to observe in this respect that just as carnival is regarded as a democratic 
celebration, par excellence, passo is reckoned to be a dance in which anyone can 
participate. The idea that there is a place for everybody in both carnival and ffevo is 
symbolically correlated with a much greater citizenship ideal of everyone being 
accepted, or having his or her own place in a stratified and prejudiced society.
From the movement analysis perspective, the preponderance of ffee-fiow movements, 
which, in Laban terminology, means that passistas are indulging in the flux of 
movements might be interpreted as the embodiment of freedom of expression in 
ffevo. The idea of indulging in something, might in this case be understood as the 
passistas allowing themselves to be, or to do, what they want to or enjoy doing. This 
fundamental quality of passo movements matches nicely with the overwhelming 
freedom of expression that folioes normally exercise during carnival times. No doubt, 
during carnival, the freedom of expression folioes may enjoy is remarkable. They are 
not only free to play out fantasies of being other than their circumscribed lives (either 
in urban slums and factories, or in lavish mansions and offices) allow them to be. 
They are actually supposed to exhibit their most cherished fantasias openly^ (Turner
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1992:59). It is in this sense that it can be said that, similar to dreams, both carnival 
and passo play a complementary or compensatory role in people’s lives. They not 
only restore people’s psychological balance but also compensate somehow for the 
deficiencies of their material life conditions.
• Final remarks
The ways in which one can see fi-evo being characterised by, and characterising 
Pemambucan carnival and culture, in particular, and Brazilian society and culture in 
general are countless. The outstanding/shared characteristics of fi-evo, carnival and 
Brazilian culture pinpointed in this final Act may be understood as just a few 
possibilities for drawing interrelationships between these entities.
In fact Brazilian carnivals are linked quite naturally to Brazilian ways of life. 
Therefore they are better interpreted as a continuation, or a climax, of the pleasure 
drives which are at work/play throughout the year in that society. As Brazilians 
fi-equently say, “in Brazil, everything turns into a carnival”. This assertion however, 
just like carnival itself, is ambiguous. It not only implies that Brazilians are a festive 
people, who really enjoy celebrating their life achievements, but also that fundamental 
problems in society are quite often left unsolved, because it is easier for Brazilians to 
have a laugh or forget about their problems than actually try to solve them. The 
capacity that Brazilians have to carnavalizar [turn into a carnival] everythmg is 
remarkable. In Brazil, protocols, formalities or conventions are quite often broken m 
favour of a more comfortable, expressive and playful mode of behaviour. Brazilians, 
for example, may sometimes sing and dance the national anthem to the olodum
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rhythm, and the Pemambucan anthem to the frevo rhythm without thinking they are 
doing any sacrilege.
So, in concluding this research, and paraphrasing Goethe’s Ash Wednesday 
reflections during the 1787 Roman carnival, I would like to stress that, taken as a 
whole, life is like Brazilian camivals and culture: unpredictable, unsatisfactory and 
problematic. Therefore, 1 hope that this carefree crowd of passistas-folioes will make 
the readers remember how valuable every moment of joy is, however fleeting and 
trivial it may seem to be. (Goethe, 1970: 470).
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Prologue
‘ See Silva, in Maior and Silva eds. 1991:LXIII. It seems, however, that this classification needs to be 
reviewed and expanded into new categories in order to accommodate the vast range of frevo songs, 
composed or reinterpreted over the last few decades of the twentieth century by musicians such as 
Zoca Madureira, Antùlio Madureira, Alceu Valença, Paulo Rafael, Hermeto Pascoal, Egberto 
Gismonte, among other Brazilian songwriters and singers which, strictly speaking, I believe, do not 
fit comfortably into any of these traditional categories of frevo.
 ^See Glossary, for further clarification of italicised Portuguese words not defined in the text.
^Although the Portuguese term carnaval is translatable into English as carnival, I have chosen to use 
the term carnaval, at specific points of the thesis, or particularly when I feel the need to emphasise 
not only that carnaval and carnival festivities are remarkably different; but also that, in Brazil, the 
word carnaval is never used with reference to funfairs and bazaars, as seems to happens in England 
and United States, for instance.
Pernambuco is just one of the 26 states of the Federal Republic of Brazil [Republica Federativa do 
Brasil\, located in Eastern South America. The 26 states of Brazil are: Acre, Alagoas, Amapâ, 
Amazonas, Bahia, Cearâ, Espirito Santo, Goiâs, Maranhâo, Mato Grosso, Mato Grosso do Sul, 
Minas Gerais, Parâ, Paraiba, Paranâ, Pernambuco, Piaui, Rio de Janeiro, Rio Grande do Norte, Rio 
Grande do Sul, Rondônia, Roraima, Santa Catarina, Sâo Paulo, Sergipe, Tocantins -  and one Federal 
District: Brasilia. Brazil is divided into five regions. The nine states situated in the Northeast Region 
are: Maranhâo, Piaui, Cearâ, Rio Grande do Norte, Paraiba, Pernambuco, Alagoas, Sergipe and 
Bahia. Nearly 30% of the Brazilian population lives in the Northeast. Recife (the capital of 
Pernambuco) and Salvador (the capital of Bahia) are the two largest cities in the Northeast. See the 
location of Pernambuco on maps of Brazil, in Appendices 1, pp i, ii.
 ^Recife is bathed by the Capibaribe river that runs through the whole city. There are more than one 
hundred bridges across the river fi-om the city centre to the suburbs. The heart of_Recife, where the 
city was founded, is actually an island, which was originally named llha de Antonio Vaz and now 
comprises the districts of Santo Antonio and Boa Vista. The name Recife derives from the word 
arrecife, alluding to the series of reefs along the coast of Pernambuco.
 ^The necessity for contextual analysis in order that the meanings and significance of a given dance be 
properly understood has been highlighted by countless dance scholars from different backgrounds. 
Just to cite a few: Anca Giurchescu understands that a study of a given dance “must also be 
conceived of as a cultural activity and studied within the context of a socially determined group of 
people”. From this perspective, Giurchescu explains, “the structure of dance may be seen as a 
culturally determined ‘program’ where social, historical and environmental factors interlock with the 
physical, psychological and mental features of the individuals”(1984:35). Janet Adshead Lansdale 
affirms that “understanding the individual circumstances of each dance is crucial to interpretation” 
(1988:13). Pauline Hodgens points out that “all dances are found within a social and cultural setting 
and relate directly to the general beliefs and values of that time and place”(ln Adshead (ed.) 
1988:65). The English historian Peter Burke also highlights the need for contextual analysis of 
Carnival in order that different types of plays from distinct European countries be understood. He 
affirms, in relation to the period from 1500 to 1900, that “Carnival was a favourite time for the 
performance of plays, and many of these plays cannot be properly understood without some 
knowledge of carnival rituals, to which they often allude” (1978:182).
 ^This standpoint is in tune with Walter Benjamin’s concept of history, in which the notion of fhe past 
includes not only what has actually happened but also ‘what could have happened . The role of the 
historian in Walter Benjamin’s thought is very much in tune with Antônio Gramsci s concepts of the 
organic intellectual, as both authors are committed to a humanistic concept of history, and aim to 
rescue the histories of those who were silenced and defeated. See Arendt (1968), and Gramsci (1996)
In-depth interview with Francisco do Nascimento Filho, recorded at Rua Joaquim Xavier de Andrade, 
104, Casa Forte, on 19 January 2000.
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 ^ Kaeppler suggests that “the potential contribution of dance from an anthropological perspective is 
what dance can tell us about society and the human behaviour that has generated diverse cultural 
systems” (1978:41).
ACT I  -  The background scenario
 ^The umbrella term folk-popular will be used throughout this thesis to refer to the Northeast Brazilian 
artistic manifestations listed in this chapter, in order to emphasise the coexistence of two distinct but 
complementary characteristics: one, that they are folk, in the sense that they were created by the 
common people from rural and urban areas a long time ago, and have become a significant part of 
their cultural traditions; two, that they are popular, in the sense that they have been accepted, and are 
currently shared and experienced by large sectors of the Pemambucan society. With regard to the 
wide acceptance of folk-popular cultures in Brazil Victor Turner has remarked: “Anyone who has 
visited Brazil must have been impressed not only by the mushrooming urbanization of that nation, but 
also by the great popularity of its performative genres” (1992: 48 emphasis added).
2 1 am borrowing the compound term magical mirrors from Victor Turner (1992), who says that 
“genres of cultural performance are not simple mirrors but magical mirrors of social reality” because 
“they exaggerate, invert, re-form, magnify, minimize, dis-color, re-color, even deliberately falsify, 
chronicled events” (page 42, emphasis added). In short, the point made by Turner is that genres of 
cultural performances do not simply represent a plain mirror-image of society.
There are two main types of Maracatus. Maracatu-Naçao (also called maracatu-de-baque-virado) 
and Maracatu-Rurais (also called maracatus-de-baque-soltd), which are entirely different from each 
other, not only in terms of ethnic origins but also in terms of costumes, characters, dances and music. 
For further information about Maracatus see Glossary and Filho (1999), Real (1990), Peixe (1981) 
and Pinto (1994).
See Carlos da Fonte Filho’s Espetâculos Popular es de Pernambuco, 1999 (3^  ^edition), for a brief and 
sustained descriptions of fourteen distinct types of popular manifestations from Pernambuco, such as 
Maracatu, Mamulengo, Xaxado, Bacamarteiros, Bumba-meu-Boi, Reisado, Coco, Ciranda, Pastoril, 
Quadrilha, Cavalo-Marinho, Fandango, Caboclinhos and Frevo. Carlos Filho’s book is also 
beautifully illustrated with photographs and includes one audio CD. Katarina Real’s O Folclore no 
Carnaval do Recife (1990) reveals thirteen different types of, what the author calls, ‘folcloric entities’ 
that participate in the carnival in Recife. These carnival groups were translated as follows: Clubes de 
Frevo [Nightime Brass-band Clubs], Trogas [Daytime Brass-band Clubs], Blocos [String-band 
Clubs], Clubes de Alegoria e Critica [Float Clubs], Escolas de Samba [Samba Schools, or Drummmg 
and Dancing Associations], Naçôes Africanas or Maracatus-Nagoes [African Nations], Maracatus 
Rurais [Afro-Amerindian Nations of rural origin], Caboclinhos [Little Indian Dance Dramas], Tribos 
de Indio [Tribal Indian Folk Dramas], Ursos de Carnaval [Dancing Bear Carnaval Clubs], Bois de 
Carnaval [Dancing Bull Caranval Clubs], Reis ados [Kings Drama Carnaval Clubs], Turmas [Band of 
Masquerades]. Real (1990, 2"^  edition, pp 213-246). The reader will also find relevant historical 
information about Bumba-meu-bois, Congos, Maracatus, Cabocolinhos, Congadas, Chegangas, 
Pastoril, in the posthumous book by Mârio de Andrade, Dangas Dramàticas do Brasil (1982), which 
is a three volume collection of incalculable historical-ethnographic value, and fully supported by first 
hand data collected by the author, during his field trips around Brazil in the 1920s. In his article “The 
Pernambuco Carnival and its Formal Organisations: Music as Expression of Hierarchies and Power in 
Brazil” Tiago de Oliveirq Pinto refers to eleven distinct types of agremiagoes which participated in 
the 1994 carnival parade competition of Recife. These are: clubes, clubes de bonecos, trogas, blocos, 
caboclinhos, tribos de indios, maracatu de baque virado, maracatu de baque solto, ursos, boi de 
carnaval and escolas de samba, (p 22).
’ In Brazil, carnival takes place throughout the whole country, but it is in the cities of Rio de Janeiro, 
Salvador, Recife and Olinda that the greatest and most famous foci of Brazilian carnival merriment 
are located.
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 ^ In this respect see the interview with Carlos Eduardo Cadoca, the Secretary of Tourism of 
Pernambuco State, in the article entitled “Aqui o turista brinca todos os camavais” [Here the tourist 
enjoys all types of carnival], in TURISNews, Year 1, No. 4, Recife, January/February/2000.
In this preliminary research I conducted tape-recorded interviews with members of maracatus, 
caboclmhos, and professional passistas and frevo teachers. In the category maracatu-de-baque-virado 
the following were interviewed: Ladimir Silva {Maracatu Naçâo Ere), Gilson de Santana {Maracatu 
Nagao Estelar), Bernardino and Amélia Veloso {Maracatu Nagao Pernambuco), Rosilene and 
Roberto {Maracatu Nagao Elefante), Luiz de França {Maracatu Leao Coroado). In the category 
coboclinhos were interviewed: Cacique Luna {Caboclinhos Tabajaras de Camaragibe) and Juracy 
Simôes {Caboclinhos Canindés do Recife). The professional passistas and frevo teachers interviewed 
were: Francisco do Nascimento Filho (Vice-Director of the Escola Municipal de Frevo), Jaflis dos 
Santos Nascimento and Angelo Madureira (both professional dancers and teachers of popular 
dances). A dozen video-tapes were also made during this preliminary field research.
The scarcity and inaccuracies of research on frevo dancing: brief considerations
After an exhaustive search for books and periodicals, I came to the conclusion that the absolute 
majority of books in Portuguese on the subject are either based on fieldwork carried out decades ago 
-  as in the cases of Cascudo (1993), Oliveira (1985), Duarte (1968), Silva (1977), Limeira (1977), 
Real (1990); or focused on the distant past -  as in the case of Rita de Araujo (1996). I could also 
verify that none of the books published in Portuguese about frevo has taken passo as its major object 
of study. The fact that Valdemar de Oliveira’s verbal descriptions of frevo steps were later literally 
transcribed by writers, such as Duarte (1968) and Félicitas (undated) is highly revealing of the 
superficial treatment and secondary importance that passo has in their work. It could be argued that 
in Leonardo Silva’s Frevo.- Ritmo and Dangas (1977), frevo and passo receive similar attention. 
However, that is a 16-page booklet, in which passo is once again approached rather succinctly and 
superficially -  in spite the fact that, differently from previous works, the sequences of moves of some 
of the most characteristic frevo dance steps are not only verbally described but also illustrated with 
photographs.
Informative material on frevo and passo in English is also extremely scarce, out-of-date and rather 
superficial -  if not misleading. In the entry on “Dance: Folk and Primitive”, Dictionary of Folklore, 
Mythology and Legend, edited by Maria Leach (1949), for instance, frevo is listed under the heading 
“exotic dance”. Since the author does not explain what the term “exotic dance” means, the reader has 
no basis to infer what frevo’s general features are. In the same entry, frevo is also listed under tiie 
heading “Regional Dances” together with other dances from Brazil, but without any further relevant 
information about frevo be given. Furthermore, frevo is placed (or rather misplaced) together with 
dance genres from Portugal, and with the erroneous statement: “Frevo from Afiica through Brazil” 
(Leach 1949, Vol. 1, p 287) -  implying that frevo originated in Africa. This is indeed a gross error. 
There is no controversy regarding the origins of frevo-de-rua and passo. Brazilian authors are all in 
agreement that it was precisely in the late nineteenth and early twentieth centuries, along the narrow 
streets of Sâo José, one of the districts of Recife, Pernambuco, Brazil, that the embiyo of frevo and 
passo emerged, as spontaneous creation of musicians in partnership vi'iih folioes ‘jumping for joy’, in 
the heat of the crowds following the pedestrian carnival agremiagoes. This currently accepted 
version of the origins of frevo and passo is succinctly described by Valdemar de Oliveira, quoted in 
note 84, ACT I.
The existence of frevo is also mentioned very briefly in the article entitled “An Introduction to the 
Folk Music of Brazil,” by Martha O. Nelson (1957). In a six-line paragraph, frevo is characterised as 
“a street dance of wild exciting rhythm ”, which is performed by “a group of soloists holding little 
umbrellas”, who “seem to bounce up and down, kicking their feet straight out on the down-stroke . 
The English reader is also informed that “frevo comes from Pernambuco, where it is very popular in 
Carnaval festivities”(p.4); and that is all.
Lekis’ book: Folk Dances of Latin America (1958) presents to the English reader a broad graphic 
classification of Brazilian dances. In it, passo is categorised as a “carmval dance from Pernambuco, 
which is part of the “Creole tradition ”, has an “acrobatic form” with ‘solos with many figures , and 
is accompanied by frevo music (p 189). In the 25-line paragraph dedicated to the subject, the author 
describes appropriately two outstanding characteristics of passo: a dance that allows the dancer ‘to
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show off physical prowess and dexterity”, and that is “an athletic contest in dance form and has no 
sexual or religious content” (p 202). Lekis, however, made the mistake of affirming that “carnival 
has produced some of the most important dance and musical forms in Brazil”(p201 emphasis 
added). This information is incorrect because what has actually happened in Brazil during carnival is 
the increasing valuing, rediscovery and disclosure of already existing dances, musical and theatrical 
forms -  frevo and passo, being the sole exception in this respect; as explained in note 83, of ACT I.
In his short and superficial article “Characteristics of Brazilian Dance,” Dimitri (1958) characterises 
frevo dance as “a dance for virtuosos,” because “the steps and rhythm are tricky, and an amateur can 
easily break an ankle trying to learn it.” Dimitri thinks frevo dance is “ a pot pourri of African and 
Russian sailor steps, wiÂ some wild acrobatics thrown in for good measure.” The author refers to the 
constant use of the frevo umbrella in one hand, and makes the indefensible comment that, at certain 
moments, its use gives the “effect of walking a tightrope”. Demitri’s opinion, in this respect, is 
untenable. The reasons why is demonstrated through the discussion of passo’s general style displayed 
in ACT VI Presenting frevo dancing. For the time being, suffice it to say, using Laban Movement 
Analysis terminology, that sustained movements (Flow factor) performed in a slow tempo (Time 
factor) normally prevail in tight rope walking. These qualities of movements, however, are virtually 
non-existent in frevo dance performances. Dimitri’s verbal descriptions are also supported by three 
drawings of figures and five examples of frevo steps in one-measure Labannotation kinetograms of 
highly questionable accuracy.
It is worth noting that the second edition of Katarina Reals O Folclore no Carnaval do Recife (1990) 
comes with a thirty-nine-page summary in English. Real describes thirteen different types of carnival 
groups that participate in the carnival in Recife, which she calls “folkloric entities”. Although Real 
dedicates one chapter to the pedestrian Clubes-de-Vrevo, frevo dancing is almost completely ignored 
in her work. As Gertrude Kurath [Ethnomusicology Vol. XIV, No 2, May 1970,] and Seth Leacock 
[American Anthropologist, Vol.72, No 3, June 1970], who evaluated the merits and limitations of 
Real’s work, have written:
“The book focuses on the groups involved rather than on the songs, dances and 
costumes (...) For each kind of organisation there is a description of the public 
performance, its members present during carnival, a brief sketch of its history, (...) a 
consideration of the social and economic characteristics of the members, and an 
account of the activities of the group during the period between Camivals. Since all 
these kinds of information are crammed into 160 pages, the treatment given each topic 
is of necessity somewhat superficial.(...) Despite its shortcomings, however, this book 
is at least a beginning in the study of Carnival from a anthropological perspective”.
(Cited in Real 1990:150 emphasis added)
The most recent article publicised about frevo (music and dance) in English is the entry “Brazil: 
Ritual and Popular Dance”, International Encyclopedia o f Dance, by Selma Jeanne Cohen (ed.), 
1998. Unfortunately, this article, by an anonymous writer, also includes a number of misleading 
information/interpretations of the origins of frevo music and dance -  as illustrated in the passage 
below:
“In the mid-to-late nineteenth century military bands were added to the Recife 
Carnival, and a new type of swinging brass band music known as frevo emerged, 
sounding something like early jazz. Although frevo is derived from European marches 
and polkas, much of the dancing that accompanies it originates in capoeira, an 
Angolan martial art that was banned in the Recife Carnival. Some of the capoeira 
steps and movements passed directly into street dancing, with no significant change 
except for the addition of a decorative umbrella that disguised the true origins of the 
dance routines. Other steps, especially the cross-legged tesoura (scissors), are clearly 
related to choreographic elements found in the older Congadas. Angolan forms thus 
cut across several genres of African-Brazilian street dance” (1998:527 emphasis 
added).
There are indeed a number of inaccuracies in the passage quoted above which are, in part, the result 
of the concise/superficial manner in which the unknown writer of the entry tries portray frevo as 
music and dance and, at the same time, to address important issues concerning the origins of frevo. 
However, since the passage exemplifies concisely many of the misconceptions which this thesis aims
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to revoke, and this is the most recent and potentially most widely disseminated ‘authoritative’ 
statement on frevo, it consequently needs to be challenged in greater detail here.
• Regarding the period in which frevo emerged, I must clarify that although capoeiristas during the 
mid-nineteenth century already used to accompany the two most famous battalions stationed in 
Recife: Quarto and Espanha, in their street parades, Brazilian historians, anthropologists and 
journalists believe that it was by the end of the nineteenth century that frevo emerged, but it 
became known and characterised as such only at the beginning of the twentieth century. The 
Abolition of Slavery in 1888 and the Proclamation of the Republic in 1889 are the two 
fundamental pre-conditions for the appearance of the pedestrian frevo-clubs, as well as the 
musical genre frevo-de-rua and passo in the Recife carnival. Following the Abolition of Slavery 
in 1888 and the Proclamation of the Republic 1889, former slaves were transformed into urban 
proletarians. In other words, there was the emergence of an urban working class in Recife, 
followed by unprecedented population growth, the setting up of the first industries, and the 
subsequent expansion of activities and urban services. These changes were mainly due to the 
desegregation of the old social relationships in the rural areas of Pernambuco. All these factors 
which occurred only at the end of the nineteenth century were crucial to the emergence of the 
phenomena of frevo. [See Araujo (1996:312-13)]
• The vague impression that frevo sounds “something like early jazz” might be supported by the 
fact that the rhythms of frevo and early jazz are both syncopated, and that both frevo and early 
jazz orchestras produce “swinging brass band music”. However, I must point out that the five 
main sources from which frevo music originated are the modinha, dobrado, quadrilha, maxixe 
and polka -  according to Oliveira (1985), who came to this conclusion only after having made 
direct comparisons of musical scores of those aforementioned musical genres with frevo.
• To regard the Brazilian capoeira as an “Angolan martial art” is also misleading. Capoeira is 
neither “Angolan” nor it is solely a “martial art”. Capoeira was created by the black slaves in 
Brazil, from the early periods of the colonisation of Brazil by the Portuguese. Therefore, no doubt 
some elements of capoeira might have originated in Afidcan nations, such as Angola and 
Mozambique, from where a great number of Brazilian slaves came. The actual game of capoeira, 
however, and its fundamental characteristics originated in Brazil. It is an invention of African 
slaves in Brazil. Therefore, capoeira is Brazilian -  in accordance with the way in which the 
Brazilian national identity and cultural products are defined in Brazil. Both Valdemar de Oliveira 
(1986) and Almir das Areias affirm capoeira is Brazilian, not African. The two major arguments 
on which Areias supports his assertion are: 1) during the enslavement period there was nothing 
similar among the Aftican tribes; 2) although Afticans were forcefully transported to several 
regions in the world, tiiere is no evidence of capoeira in any other place where slavery was 
institutionalized, particularly before the first half of the twentieth centuiy. 3) It is only in some 
regions near Dakar (Senegal) to where Brazilian slaves returned after slavery in Brazil had been 
abolished, carrying with them the cultural values and manifestations they had learned in the New 
World, that capoeira has been found (1983:19).
Furthermore, capoeira is a complete ‘jogo^ — as the game is known in Brazil. It is a game in which 
the virtual body-to-body ‘fight’ is performed within a wheel with the participants singing, clapping 
hands and playing the traditional berimbau, which is sometimes also accompanied by other 
percussion instruments as well. Therefore, to call capoeira a “martial art” does not translate the 
ambivalence and the multiple purposes of the ‘game’ which, since its origins have constituted two 
of its most fundamental characteristics. Capoeira is a finit of the slaves’ wisdom in giving a more 
profound purpose and meaning to the rare and brief moments of leisure that they were allowed. 
They gathered together not only to dance, to sing and to play for the sake of it, but also to prepare 
themselves secretly to fight in order to escape from slavery; and there is evidence that the bodily 
dexterity that they acquired through capoeira training increased their ability to escape from 
captivity. However, the ‘martial art’ purpose of the game had to be hidden from their masters and, 
as a result, the kicks and blows were softened and disguised into the capoeira ginga. The berimbau 
[musical bow], which is the leading instrument in capoeira, was also used to indicate that a 
capataz [foreman] was approaching, when specific tunes were played on it.
In Brazil, it is generally accepted that capoeira is the finit of the slaves’ necessity to fi^ t and to 
express their vital necessity for freedom, in order to exist as human beings in a colonial society
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which tried at every cost to treat them as valuable goods. That slavery was never accepted 
passively by the slaves is undeniable, and the captives’ commonest reactions against enslavement 
were suicide, murder of the oppressor and escape. The Dutch invasion (1624- 1630) of the 
Northeast Brazil was a favourable period in which slaves escaped in large numbers to the interior, 
and formed large communities, or temporary fortifications called Quilombos. The Quilombo dos 
Palmares, located in the state of Pernambuco was the largest and the most important headquarters 
for the fugitive slaves. “Organised, socially and politically, like the tribal societies in Afiica, black 
people created their own laws, and elected Ganga-Zumba as their king, who was later substituted 
by Zumbi, regarded as the great general of weapons, who has entered Brazilian history for his 
achievements in the defence of Falmares.”(Areias, 1983:12,13).
Moreover, by the end of the nineteenth century, the practice of capoeira was banned not only in the 
Recife Carnival -  as stated by the anonymous writer of the entry quoted above -  but in the whole 
of Brazil. As soon as the Republic was proclaimed in Brazil, the first President of Brazil, Marshal 
Deodoro da Fonseca decreed that the practice of any kind of capoeira exercise was a crime 
according to the penal code. As he wanted to establish Brazil as a ‘civilised society’, at any cost, 
one of the major priorities of his government was the eradication of all kinds of capoeira exercises 
fi"om the streets.
Capoeira was against the law in Brazil for at least the whole period of the First Republic (i.e. 
between 1889 and 1930).Capoeira was an integral part of the routine of capoeiristas, of whom the 
great majority were freed slaves, who used to hang about in gangs, known as maltas de capoeiras. 
The former slaves had been left not only unemployed but also at a serious disadvantage in the 
competition for jobs. Therefore, they formed capoeira wheels in strategic places, such as harbours, 
train stations, fi-ee-markets and open-fairs and performed capoeira in order to receive some change 
fi-om pedestrians and tourists. Particularly in Rio de Janeiro, Salvador and Recife, the presence of 
capoeiristas became constant in any street gatherings, particularly after the Abolition (Areias:29). 
For a succinct but substantial historical account of the origins, fimctions and development of the 
Brazilian capoeira see Areias (1983) and Oliveira (1985); Almeida (1986) also presents some 
relevant information about capoeira’s history, philosophy and practice.
It can be said, in conclusion, that the vast majority of the research materials available on the 
phenomenon of fi-evo, were published either in the form of brief articles, or, even when published in 
a book form, have not taken passo as their main object of study. This explains, in part, why the dance 
has invariably been portrayed in superficial and distorted fashion. Therefore, there is a huge lacuna 
on the subject that this research attempts partly to fill.
In her attempt to justify her choice for a chosen particular research topic site, Deidre Sklar writes: 
“finally and most critical in my decision, I chose Tortugas because I saw there it would be possible to 
challenge my own preconceptions about Catholicism” (1991:7).
10 I believe that the process of scholarization (i.e. the process of formalisation of the transmission of 
knowledge) of folk-popular dances, goes hand in hand with the processes of aesthetics-iation -  that is, 
their gradual process of transformation into artistic goods, whose major purpose is to be displayed on 
stages for audiences. Both processes can be regarded as direct consequences of the all pervasive 
fetish-ization process which, in all capitalist societies, has led cultural products and social relations to 
acquire exchange values, besides their former exclusive use values. The question of how folk-popular 
dances were fransformed into public performances in Recife; or, in other words, how those dances, 
which originally had an entertainment and/or religious purposes, acquired a second more stage- 
oriented motivation lies at the core of my previous dance research (Oliveira 1993). In this I have 
argued that, in Recife, this phenomenon was consolidated through the pedagogical and artistic work 
of the first two professional dance groups: Balé Popular do Recife and Grupo Folclorico Cleonice 
Veras which no doubt have made folk-popular dances more available to middle class audiences not 
only in Brazil but also abroad.
William Rowe and Vivian Schelling (1994), who examine how the idea of folklore travelled fi-om 
Europe to Latin America in the early twentieth century, argue that folklore “is more highly charged 
politically in Latin America than in Europe”. The authors also explain that “although it is difficult to 
generalize, it is probably valid to say that in Latin America the idea of folklore has been bound up
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with the idea of national identity, and has been used by the state, among other things, in order to 
bring about national unity. Folklore was ‘discovered’ in Latin America early in the twentieth century, 
when modernizing states were seeking ways to achieve partial integration of those rural populations 
which a weak capitalist economy could not fully incorporate” (page 4). The author further stresses 
that the longstanding appeal of folklore in many Latin countries, such as Brazil, Mexico and 
Argentina, needs to be understood “in connection with the persistence of populism as a force” (page 
6); they also point out that the use of the term popular culture in its singular form is actually a mark 
of populism’s heritage.
Leonardo Dantas e Silva, in the video FREVO [Experimental project in Jomalism, Directed by 
Cristiane Galdino, Produced by TV Viva 1995] states that “ffevo as a musical form and passo as a 
dance together constitute the permanent trade-mark of Pemambucan identity” /Frevo como musica e 
passo como danga sâo uma marca permanente da identidade pernambucanaj.
See the full lyric by Nascimento do Passo entitled ‘A Pemambucan Thing’ on ACT V, page 227.
Tape recorded interview with Jaflis do Passo at the Canto do Mar bar in Olinda, 27 January 1996.
The lyrics read:
Sou coragao do folklore nordestino
Eu sou Mateus e Bastiao do Boi Bumbd
Sou um boneco de Mestre Vitalino
Dangando ciranda em Itamaracd
Eu sou um verso de Carlos Pena Filho
Um frevo de Capiba
Ao som da Orquestra Armorial
Sou Capibaribe num livro de Joao Cabral
Sou mamulengo de Sâo Bento do Una
Vindo dum baque solto de um maracatu
Eu sou um Auto de Ariano Suassuna
No meio da Feira de Caruaru
Sou Frei Caneca nos pastor es do Faceta
Levando a Flor da Lyra para Nova Jerusalém
Sou Luiz Gonzaga
e vou dando cheiro em meu bem
I am the heart of Northeast folklore 
I am Mateus and Bastiao do Boi Bumbd,
I am a puppet created by Mestre Vitalino 
Dancing ciranda in Itamaracd,
I am a verse by Carlos Pena Filho,
A frevo song by Capiba 
Played by the Armorial orchestra,
I am Capibaribe in a Joâo Cabral book,
I am mamulengo from Sâo Bento do Una,
Who came from a baque solto of a maracatu
I am an auto by Ariano Suassuna
In the middle of Caruaru Market
I am Frei Caneca in the pastor es of Faceta
Carrying the Flor da Lyra to Nova Jerusalém
I am Luiz Gonzaga
and keep on kissing my darling.
Eu sou mameluco 
Sou de Casa Forte 
Sou de Pernambuco 
Eu sou o Leâo do Norte
Sou macambira de Joaquim Cardoso 
Banda de ‘pife ’ no meio do canavial 
Nd noite dos tambores silenciosos 
Sou a calunga revelando carnaval 
Sou a folia que desce Id de Olinda 
O Homem da Meia Noite 
Eu sou puxando esse cordâo 
Sou jangadeiro na festa de Jaboatâo
I am mameluco,
I am from Casa Forte,
I am from Pernambuco,
I am the ‘Lion of the North. ’
I am macambira from Joaquim Cardoso
The Pife band in the middle of the cane plantation
In the ‘night of the silent drums ’
I am the calunga revealing camival 
I am the/o//a which comes down from Olinda 
The Midnight Man 
I am pulling this cordâo 
I am a rafter in the Jaboatâo Festival
It is important to note that each line of the lyrics transcribed above brings one Portuguese word or 
expression that does not translate straightforwardly into English. Or even when some of these 
expressions can be translated — as in the cases, for instance, of Lion of the North, the Night of Silent 
Drums, or Midnight Man — people unfamiliar with Pernambuco’s folk-popular cultures and history 
are unable to fully comprehend the messages conveyed in these expressions.
’ It should be noted that when, in the 1996 camival season, Leâo do Norte was used in a TV 
advertisement by CELPE, the state electricity company of Pernambuco, the message conveyed m its 
lyrics acquired a radically distinct connotation.
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This topic is explored, to some extent, in Rowe and Schelling (1994), Araujo(1996), Raphael (1981).
This task has been done by Rita de Araùjo (1996) in relation to the first decades of the twentieth 
century. The topic, however still remains under-investigated in relation to a more contemporary 
period of the cultural history of Pernambuco.
Foucault explains that this is “a form of history which can account for the constitutioii  ^of 
knowledges, discourses, domains of objects etc., without having to make reference to a subject j^ c h  
is either transcendental in relation to the field of events or runs in its^mpty sameness through the 
course of history”(1980; 117).
The questions related to “what changes occur when ethnographies are read by the people they portray 
and ‘informants’ take part in anthropological meetings” was in the forefi-ont of the political 
discussions of refiexivity, during the Association o f Social Anthropologists ’ Annual Conference, held 
at the University of York in 1989 (Okeley and Callaway eds. 1995:xiii). Therefore, I have no 
intention to claim that my position, in this respect, is somehow original. My intention here is just to 
provide the reader with relevant background information about my ideological principles and 
concerns which inspired my research practice.
Malcolm Crick draws a number of parallels between tourists and anthropologists. The author says; 
“Both anthropologists and international tourists are temporary strangers in another culture and their 
reasons for being there are very much more to do with our own culture rather than the interests of the 
other. What for one is the ‘pleasure periphery’ visiting which gains one kudos, for the other is the 
‘ethnographic periphery’, where one gets data to build a career. At the end of the stay, tourists leave 
clutching what they prize -  photos and souvenirs etc. -  and anthropologists leave clutching notes 
(and no doubt, photos and souvenirs as well). What for one is a matter of conspicuous consumption, 
for the other is conspicuous production (of data and later publications)” (In Okley and Callaway 
1995:188).
^ An actual example of how a research process can be used to empower the subjects involved in the 
area under study, is the Choreographic Notebook project, led by the dance notator and analyst Jean 
Johnson Jones, which “was designed not only to analyse and preserve the artistic product of Kokuma 
Dance Theatre, but also to investigate the suitability of Labananalysis as a tool for the documentation 
of an Afiican people’s dance” (1999:108). There are a number of reasons why I believe the subjects 
involved in the field under study were empowered. Firstly, because the project was conceived by the 
Labanotation Institute in partnership with the Kokuma Dance Theatre. Secondly, the project was 
conceived as a means to develop a strategy to remedy a problem which was affecting the Kokuma 
Dance Theatre, one of Britain’s major Afi*ican-Caribbean dance companies. Notably, the problem of 
communication of the character and intention of their work to observers of different cultures. 
Thirdly, the project adopted a method of documentation and analysis which enabled company 
members to learn the fundamentals of Labananalysis -  motif writing. Labanotation and effort/shape, 
and this newly acquired understanding provided participants with an additional means of 
understanding and communicating their work. In fact, Jean Johnson Jones acknowledges that Jackie 
Guy, the artistic director of the Kokuma Dance Theatre, participated actively in the formulation of 
the Notebook (pi02); she recognises that the artistic director played an influential role in the overall 
success of the project (pi05), and literally states that “an understanding of this system empowered 
Guy to make decisions on how his work was to be encoded and to record some of it for 
himself’(pl07 emphasis added). Above all, it is equally relevant to consider that the overall aims of 
the Choreographic Notebook encompassed emic/etic objectives (which are listed on page 105), and 
those involved in this project tried to fulfil the academic objectives of the dance researcher as much 
as those intended by the Kokuma members. Although different in nature, the interests of the 
researcher and researched people were complementary, so that throughout the research process they 
could work towards mutual accomplishment of their objectives.
^ Gramsci was a political activist who tried to bring about radical changes within his own society -  
i.e., Italy. He was a central figure in Italian politics during the red years of 1919, 1920 and was 
deeply involved in the formation of the Italian Communist Party in 1921. In 1926, Gramsci was 
arrested by the fascist government of Mussolini and spent the rest of his life in prison. His essay on 
the formation of intellectuals is just a small portion of the “2,848 pages of hand written notes” which 
he produced during his imprisonment, as a means of preserving his mental sanity and survive
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intellectually and which were edited posthumously as Quaderni del Carcere [Prison Notebooks]. See 
Ransome (1992:2) and Hoare and Smith eds. (1996:xvii, xviii). In his essay “Formation of 
Intellectuals”, which is just a small portion of the 2.848 pages of hand-written notes he produced 
during his imprisonment, Gramsci looked for ways through which a new stratum of intellectual could 
be created. His main concern was to discover how the working class could develop/rom within its 
ranks its own organic intellectuals -  like the bourgeoisie before them had been capable of 
developing. This new stratum of intellectual would be distinguished less by kheir profession (they 
could have any job) than by their function in directing the ideas and aspirations of the class to which 
they organically belong. Gramsci also argues that it is a fallacy to think of intellectuals as a distinct 
social category of class. The ecclesiastics, for instance, who thought of themselves as ipdependent, 
autonomous, endowed with a character of their own, were not only connected with tlib idealistic 
philosophy, but also organically bound to the landed aristocracy, and experienced historical 
continuity. What is notably unique in Antonio Gramsci’s concept of intellectual is that, for him, “all 
men are intellectuals” even though not all of them have in society the function of intellectuals. 
Similarly, he advocates that all men are philosophers, in the sense that every man has (and acts 
accordingly to) a particular conception of the world. Gramsci says:
“There is no human activity from which every form of intellectual participation can be 
excluded: homo faber cannot be separated from homo sapiens. Each man, finally, 
outside his professional activity, carries on some form of intellectual activity, that is, 
he is a ‘philosopher,’ an artist, a man of taste, he participates in a particular conception 
of the world, has a conscious line of moral conduct, and therefore contributes to sustain 
a conception of the world or to modify it, that is, to bring into being new modes of 
thought” (Gramsci 1996:9).
According to Gramsci’s ideas, the “organic intellectual” is committed to a humanistic conception of 
history. S/he has an “active participation in practical life, as a constructor, organiser, ‘permanent 
persuader’ and not just a simple orator.”(Gramsci 1996:10). In other words, the organic intellectual is 
not only specialised but also directive -  as his or her main function is to lead the ideas and 
aspirations of the people of the same social class they belong to.
Michel Foucault was a post-Marxist and political militant, and the first to advocate that the “relations 
of power, and hence the analysis tiiat must be made of them, necessarily extend beyond the limits of 
the State” (1980:122). Before Foucault, the problem of power was posed on the Right, only in 
juridical terms of constitution, sovereignty, etc; and on the Left (the Marxist side) only in terms of 
the State apparatus. The mechanics of power in themselves were never analysed, or “the way power 
was exercised -  concretely and in detail -  with its specificity, its techniques and tactics, was 
something that no one attempted to ascertain” (Foucault 1980:115-16). Foucault also explains to the 
interviewers Alessandro Fontana and Pasquale Pasquino that this task could only begin after 1968 [in 
France], “on the basis of daily struggles at grass roots level, among those whose fight was located in 
the fine meshes of the web of power” (1980:116). Moreover, before Foulcault, the nature of power 
was seen, in the West, as something essentially juridical and negative rather than technical and 
positive. Foucault was the first scholar to point out the productive aspects of power — which means: 
to think of power as a productive network which runs through the whole social body, much more 
than as a negative instance whose function is solely repression. In this respect Foucault argues that:
“If power were never anything but repressive, if it never did anything but to say no, do 
you really think one would be brought to obey it? What makes power hold good, what 
makes it accepted, is simply the fact that it doesn’t only weigh on us as a force that 
says no, but that it traverses and produces things, it induces pleasure, forms 
knowledge, produces discourse. It needs to be considered as a productive network 
which runs through the whole social body, much more than as a negative instance 
whose function is repression” (1980:119 emphasis added).
By doing this, Foucault subsequently demonstrates how important the penal and educational 
institutions are to the general functioning of the wheels of power, whereas local struggles began 
thereafter to be regarded as the specific sites of confrontation with power, outside and beyond the 
general instances of the State or political parties.
26According to Foucault’s analysis, the three-fold specificity that the contemporary intellectuals have 
are 1) that of his/her class position -as whether as petty-bourgeois in the service of capitalism or 
‘organic’ intellectual of the proletariat); 2) that of his/her conditions of life and work, linked to his 
condition as an intellectual -  that is, his/her field of research, his/her place in a laboratoiy, the
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political and economic demands to which he submits or against which he rebels, in the university, the 
hospital, etc.; and 3), the specificity of the politics o f  truth in our societies. (Foucault 1980:132).
Foucault argues that “truth isn’t outside power, or lacking in power”. He maintains that truth “is 
produced only by virtue of multiple forms of constraint”, and that “it induces regular effects of 
power”. Moreover, “each society has its régime of truth, its ‘general politics’ of truth: that is, the 
types of discourse which it accepts and makes function as true; the mechanisms and instances which 
enable one to distinguish true and false statements, the means by which each is sanctioned; the 
techniques and procedures accorded value in the acquisition of truth; the status of those who are 
charged with saying what counts as true” (1980:131).
Regarding the implications of refiexivity for ethnographic practice, see Hammersley and Atkinson 
(1993). On the notion of anthropology of the self or self ethnography, see Kealiinohomoku (1989), 
and the special issue of the Journal for the Anthropological Stucfy of Human Movement (JASHM), 
8,1. With respect to the political dimensions of refiexivity see Okely and Callaway (1995). The 
complexities of recognition of self and other in the production of dance ethnography, are also 
discussed in Williams’, Grau’s and Gore’s articles, in Buckland (1999).
This debate is emic/etic because it involves the emic opinions of the people interviewed, as well as 
the etic perspectives and arguments of the academic outsiders.
The core of Joann Kealiinohomoku’s article is the discussion of some of the most widespread 
assumptions which formed the basis on which previous scholars defined ‘folk dance’; such as the 
ideas that folk dance is supposed to be “national”, “non-professional”, danced “for pleasure and 
entertainment, not ritualistic”, and so forth. After pointing out the inconsistency of all these criteria, 
Kealiinohomoku combines the contributions of the Stearnses, Hoerburger, Redfield and Lomax and, 
for “practical purposes”, defines folk dance as: “ a vernacular dance form performed in either its first 
or second existence as part of the little tradition within the great tradition of a given society. It is 
understood that dance is an effective mode of expression which requires both time and space. It 
employs motor behavior and redundant patterns which are closely linked to the definitive features of 
musicality” (1972: 387).
Buckland’s article is also a critical review of the varied meanings and usages of the term ‘folk dance’ 
but, differently from Kealiinohomoku, she refrains from formulating any definition of ‘folk dance’ 
whatsoever. After reviewing the early definitions formulated by British scholars, those of the early 
days of the Revival, such as: Phillip Barker in 1929, Douglas Kennedy in 1950, Hugh Thurston in 
1954. (pp.317-319) Buckland dismisses Kealiinohomoku’s ‘working definition’ of ‘folk dance’, by 
pointing out the pitfalls of Kealiinohomoku’s uncritical usage of Hoerburger’s notions of first and 
second existence of folk dance, and Redfield’s theory of great and little traditions, without having 
undertaken a proper discussion of their actual meanings and implications. Consequently, Buckland 
came to the conclusion that the attempts to define folk dance either by identifying ‘the folk’ or by the 
dance forms proved to be unhelpful (p.324), so she borrowed the model employed by Green in 
relation to music to characterise the ideals of ‘folk’, ‘popular’ and ‘classical’ music and readapted it 
to the area of dance (1983: 325-327). Buckland also argues cautiously that the categories of ‘folk’, 
‘classical’ and ‘popular’ bear little resemblance to actuality, but two decades ago she believed that 
the proposed model discussed in her essay would allow researchers to discuss and locate dance forms 
and contexts in terms of relationships within dance cultures. At present, however, Buckland thuiks 
the model seems so dated that it could only be relevant to the limited timeframe of the nineteenth and 
early twentieth centuries (personal communication).
This standpoint might be considered, perhaps) as a response to Kealiinohomoku’s remarks that “no 
one questions seriously the existence of folk dance”( 1972:385), because the actual modes of 
existence of folk dance is seriously questioned in this research.
Interview with Inès Maria da Silva, tape-recorded at the Escola Municipal de Frevo, Recife, 7 
January 1998.
Interview with José Ramos da Silva, tape-recorded at Praça de Jaqueira, Recife, 15 February 2000.
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Interview with Valdemiro Ferreira da Silva Neto, tape recorded at Praça da Jaqueira, Recife, 16 
February 2000.
Interview with Gil Silva, tape recorded at the Escola Municipal Maestro Fernando Borges, Recife, 
28 February 2000.
tape-recorded at|
” Interview with Francisco do Nascimento Filho, tape recorded at the Bar do Derby, January 1993. See 
Nascimento’s testimonial fiilly quoted on the cover of the book by Maria de Oliveira 1993. It is 
worth noting that in January 2000 I watched Nascimento’s frevo dance school group performing at 
the Recife Harbour and was happy to verify that the disgraceful situation described by Nascimento in 
1993 has improved.
Interview with Valdemiro Ferreira da Silva Neto, tape recorded at I
In-depth interview with Mestre Nascimento do Passo, tape recorded at my parent’s residence, Rua 
Lopes de Carvalho, 72/1202, Madalena, Recife, 28 February 1996.
It is worthwhile noting that the word frevo is translated into English as “camival dance”, in the 
Globalink Power Translator Pro for Windows 95/NT, and without any reference to the music.
Blacking explains what he means by music communicating as music: “If people value music because 
it is political, or is religious, or has a social message, they are not being affected primarily by the 
musical symbols. Popular music, as distinct from popular sentiment, is identified when people like a 
tune, a sonority or a whole piece of music, without emphasising its non-musical attributes, and try to 
relate themselves to the organisation of rhythms, tones and timbres that they perceive”(I981:12,13)
Informal conversation with Gilson José de Santana, tape recorded at Escola Daruê Malungo on 3 
February 1996. Gilson, artistically known as Mestre Meia-Noite, is a dancer, a capoeirista, 
choreographer and teacher of dance. He runs the Daruê Malungo School together with other 
members of his family, in Campina do Barreto, a suburb of Recife.
I must explain that in the Portuguese language the term povo, in this context, may be translated into 
English either as “the people” or “the folk”.
This assertion is certainly true in relation to the broad area of the social sciences in Brazil. However, 
the new generation of Brazilian historians, who deliberately started making use of ‘oral history’ as a 
research tool, in order to recover the voices of the people who had always been excluded from the 
traditional official history, can be said to be more committed to the social and political emancipation 
of the communities they research.
Gyôrgy Martin and Emô Pesovâr, for instance, understand that improvisation is a characteristic not 
only of Hungarian dances but of any genre of folklore, though the degrees of improvisation and 
variety are different in the individual genres (1961:2, note 3). The belief that the ‘folk’ dancer is 
essentially an anonymous performer can still be found in fairly recent publications, like for example, 
Lefteris Drandakis’s Improvisation in the Greek Folk Dance (1993). Throughout the book the author 
refers to the Greek dancers as “the anonymous folk dancer(s)” or simply, “the anonymous dancer,” 
even when he is discussing dances which are performed by soloists — as if anonymity was in the very 
nature of that particular type of dance performance.
46 In this respect, Peter Burke writes: “In the classical tradition of Greece and Rome, which was revived 
St the Renaissance, history was regarded as a noble literary genre, like epic and tragedy. Epic, 
tragedy and history were all supposed to be concerned with the great deeds of great men. To mention 
ordinary people was generally considered to be beneath what was called the dignity of history 
(1981:4 emphasis added) As an example of what this view meant in practice, Burke recounts that the 
Roman emperor Vitellius, in his last moments, was deserted by everybody except his cook. However, 
when the Roman patrician Tacitus came to write about this incident in Vitellius’ history, “he could
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not bring himself to write the work cook. He referred rather more vaguely to one of the meanest in 
the emperor’s household” (1981:4).
According to the historian Peter Burke, it was in early nineteenth century Europe, when the process 
of social changes had accelerated, and many European countries were undergoing a series of 
unprecedented social changes unleashed by industrialisation and urbanisation that the European 
intelligentsia became more aware of the importance of tradition and became interested in the history 
of the common people, particularly the peasants. Some of the first publications which brought the 
word people in their titles were: History o f the Swedish People by E. G. Geijer; History of the Czech 
People by Palacky; Short History o f the English People by J.R. Green. (Burke 1978:7)
48 See note 59, ACT VI - Presenting frevo dancing.
When I asked Nascimento to comment on the book he began by saying: “For me, what is important 
is that, all of a sudden, after I have created the Recreational School Nascimento do Passo, with the 
intention that one day someone would write a book speaking about what dancers do, and what 
happens behind the scenes in the world of the dance; then, all of a sudden, Goretti appears with this 
idea. As if at that time, in the 1970s, the blow that I had given had not touched anyone, had not 
sensitised anybody. And after almost 20 years have passed, that blow reached a person that does not 
even have a relationship with me, but she has relationship with the world of dance, with the world of 
movement. A young lady with new spirit, with a new vision, who understood that there was a need 
for a work of this type to be carried out. Thus, for me, it is a pioneering work, and for a long time I 
have been calling for this to happen. Because many books were written but they are all copies of the 
book Frevo Capoeira e Passo by Waldemar de Oliveira, and nobody can convince me to see things in 
another way...” Nascimento concludes by saying that, in his opinion, “this book is very opportune 
because it will bring about the discussion of all these things: that the artists have to be respected. And 
I am sure there are many other people, holding back a great number of things that they want to make 
public, but, as nobody has ever given them the opportunity Goretti will be regarded as a heroine. The 
book is good, man! I am sure it will bring a lot of benefit. Congratulations, Goretti, the book is 
marvellously good. It lacks a lot of things, but it is a huge door that has been opened to everything 
new that we have here, and that must be written about” (Oliveira 1993).
The evidence suggesting that Valdemar de Oliveira was the first writer to use the word passo for the 
accompanying dance of ft-evo music are given on session “Frevo and Passo: a brief etymological 
analysis, ACT VI -  Presenting frevo dancing, page 245.
It is significant to note that Oliveira actually portrays the inability of upper class individuals to fall 
into passo convincingly in the middle of the streets during camival time. He writes: “it is enough to 
see an upper class man who ventures ‘falling into passo’ in the middle of the street, and abandons for 
a while the corso car or the pavement, fi-om where he was watching the movement. Within a short 
while he retreats like a losing fighting cock. He makes his way to the edges, smiling ashamedly, to 
recover. He cleans his clothes, rearranges his shoes that have fallen off, and cries for his ‘esteemed’ 
corns. He cannot take the pace”(1985.100).
I would like to thank Professor Theresa Buckland for raising these two hypotheses.
Further information about the expression^ozer o passo [to do the step] is given in the section entitled 
Frevo awe/Passo; a brief etymological analysis, ACT VI -  Presenting frevo dancing.
For further clarification on “the question of what, if anything, remains consistently recognisable as 
Swan Lake over its long history and despite its adaptation by many choreographers and companies” 
(Adshead ed. 1988:2) see chapter 7 “Analysis of variation in choreography and performance: Swan 
Lake Act II Pas de deux” by Valerie A Briginshaw (in Adshead ed. 1988: 123-140).
Giurchescu explains that the structural study of dance in East European countries (such as Hungary, 
Romania, Czechoslovakia, Yugoslavia, Poland and Bulgaria), in the late 1950s, was a reaction to the 
purely ethnographic approach to dance, which described the dance only in very general terms and 
prioritised its ftmctional aspects. (1984:34)
Notes 4 1 3
Youngerman (1975) advocates that Labanotation used in conjuction with LMA enhances 
understanding and appreciation of dance as an ongoing human process. This category of research, 
that she terms as “performance style” covers “the way the dancers handle their bodies in order to 
interpret the dance structure. This dimension includes the dynamics and phrasing of movement”. The 
author mentions the existence of “four different kinds of performance ‘style’: (1) the individual or 
personal manner of performance; (2) the social style which might differ according to sex, status, age, 
or social group membership; (3) the style of the dance idiom; and (4) the cultural style” (pl21). 
Youngerman goes on to explain, in great detail, why she believes LMA is suitable for all four levels 
of performance style.
This is just a small sample of the diversity of dance genres that have been written in Labanotation in 
the last two decades. See Marshall and Stem (1994) for Jazz steps in Labanotation; Daniel (1995), 
for Rumba steps; Lewis (1992:221) for a Capoeira Ginga; Kaeppler (1993), for the Hula Pahu 
Hawaiian dance; Bartenieff and Lewis (1997:222-23) for the basic rhythms of the Spanish Fandango 
dance; Bartenieff (1984) for the notation and effort analysis of the Indian Mohiniyattam dance; Baty- 
Smith (1990) for a discussion of the process of notating the Philippine dance Tinikling; Chilkovsky 
(undated) for variations on a number of American Bandstand Dances, such as Fox Trot, Conga, Cha- 
cha, and Bunny Hop. Labannotated scores of Yugoslavian, Russian, Hungarian, Israeli, Japanese 
English, among other dances can be found in the Folk Dance Collection of the Dance Notation 
Bureau. For further listings, see Van Zile (1999).
^ For the underlying principles and purposes of Labanotation, see Laban (1992, first published in 
1950) and Laban (1975, first published in 1956), Hutchinson (1996, third edition published in 1977).
The most cmcial problems for registering human action that Famell recognises Labanotation has 
already solved are the following: 1) how to represent all parts and surfaces of the body with two- 
dimensional graphic signs, 2) how to organise the writing of those signs when some or all of those 
body parts are moving simultaneously and/or sequentially in three dimensions of space, 3) how to 
register the duration (amount of time) of the body movement in space, and 4) its relationships with 
other people (or objects) which are important components of social action (1994: 941-46).
^ Ann Hutchinson explains the distinction between a dance score and a kinetogram. The former is 
normally understood with reference to a piece of dance composition or piece of choreography, 
whereas the later is used to refer to any written sequence (1996:360).
In response to the question, “what comprehensive systems of dynamic study are available apart from 
Laban?” Valerie Preston-Dunlop says: “I’ve never found any other system of dynamic studies. That 
is the problem. However much one may think that the Laban system is not the ultimate gift to 
dancers, what better can you find? Where do you turn? If you look at Doris Humphrey’s book The 
Art o f Making Dances, she uses two terms only on the whole subject of dynamics -  ‘smooth’ and 
‘sharp’ -  and that is the total contribution she makes to dynamics. I’m quite sure she knew a lot more 
about it, but in order for it to become a comprehensive system, she would have needed to become 
more verbal. The problem is to communicate what we understand mnately as dancers — the whole 
dynamic process which we know to be so exciting. You can turn to music, where you find 
‘diminuendo’ and ‘accelerando’ and staccato’ et al. We borrow these terms, but they don’t really add 
up to a comprehensive system. For instance, music doesn’t mention the whole question of flow, it 
doesn’t mention anything to do with the space factor, which Laban’s system does, so one can’t say it 
is comprehensive for dancers. One can turn to prosodies in the linguistic field, but there again it s 
about another medium. One can borrow and use analogies, but prosodies doesn’t provide a 
comprehensive system. And if we turn to our own dance field we really haven’t got anything other 
than Laban system. We get tension and release ideas, we get suspension and fall ideas, but these 
can’t be called comprehensive” (1979: 61-2). After highlighting the fundamental importance of 
detailed analysis of energy use for the identification of stylistic features of dance genres, Judy Van 
Zile states: “Effort/Shape analysis appears to be the only such tool now in existence (1977.93 
emphasis added).
62 According to Sally Ann Ness (1995: 79-80) other objectives with which LMA has been applied in 
ethnography are: 1) documentary/preservational effort; 2) nonverbal communication analysis, 3) 
cultural ecology. [Ness 1995 “Laban Movement Analysis in Humanistic Cross-cultural Dance
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Research”. International Academic Conference on Dance -  the challenge and the message in Dance. 
Kide 95 Committee; Malborg Kim (ed.); Yong-ku Park (publisher), Seoul-Korea, 1995, pp76-95.]
In Gramsci’s view, the bulk of the problem in creating a new stratum of intellectuals would consist in 
“the critical elaboration of the intellectual activity that exists in everyone at a certain degree of 
development, modifying its relationship with the muscular-nervous effort towards a new equilibrium, 
and ensuring that the muscular-nervous effort itself, in so far as it is an element of a general practical 
activity, which is perpetually innovating the physical and social world, becomes the foundation of a 
new integral conception of the world” (Gramsci 1996:9).
^ Both Foster’s and Adshead’s models of dance analysis have been criticised by Jackson. Adshead 
answered Jackson’s criticism, in an article entitled “Dance Analysis in Performance”, Dance 
Research, Vol. XII, No.2, 1994, pp 15-20.
The waning importance of both frevo and passo is discussed in greater detail in the section “The case 
of frevo dancing”, A C T II- Setting the stage.
^ Diârio de Pernambuco, 21 August 1988, page A-22.
Amaldo das Neves, known as Coruja, has already passed away. In spite of having been a passista and 
frevo dance teacher, Coruja did not structure his frevo teaching method, nor fought, at least not 
publicly, for the dissemination and valuing of frevo dance, nor for the establishment of frevo schools 
in Recife, as Nascimento has done for over three decades.
^ The Escola Municipal de Frevo is located at Rua Castro Alves 440, Encruzilhada, Recife, 
Pernambuco, CEP: 52030. [In 1999 the name of the school was changed to Escola Maestro 
Fernando Borges].
^ I would like to express my heartfelt gratitude to Joâo Junior, who kindly posted me a copy of 
Maracatu, Maracatus with English sub-titles, and in PAL system, during his visit to London in 1998.
Gilson was a member of Balé Popular do Recife for more than a decade. At the time I was 
conducting my first dance research, he answered the questionnaire that was distributed among the 
dancers of that group. I also had the great privilege of having him perform at my book launch, which 
took place at the Beberibe theatre, Centro de Convençôes do Recife, on 1 June 1993.
In her original article “Variables that affect gender actions and reactions in Dance Ethnology 
Fieldwork: a Praxis” Joann Kealiinohomoku (1989) suggests a useful procedure for ethnologists to 
acquire self-confidence and overcome relationship problems in the field -  namely: the anthropology 
of the self, or self-ethnography, which should be done before, during and after the field work process. 
This research method is based on the premise that you can ease others acceptance of you and 
ultimately your understanding of them, if you know yourself, if you have analysed yourself 
thoroughly. According to the American Anthropologist’s opinion, the improvement of self-awareness 
would help researchers to sharpen their sensibility to others, and to increase their ability to justify 
their presence at the field site; subsequently overcoming suspicion about the research purposes. The 
previous clarification of the research purposes (to both oneself and others) is of fundamental 
importance, because the reasons why the person chooses a particular research topic, a particular field 
site, the motivations that lies behind each choice are bound to affect the research outcome. During 
the research process, reflexive anthropology should command the analysis of how our behaviour is 
affecting the way field experience is occurring, and after the field work has been completed it can 
help in the evaluations of how our assumptions may have affected our understanding of the situations 
(p.p. 49,50). It was through reflecting upon the question posed by Kealiinohomoku: “what kind of 
image do you want to project?” that I was led to think about the baggage of assumptions that I carry 
with me and to formulate more politically-oriented questions, such as: what type of intellectual 
worker I want to be, and to play in the societies where I live; what type of contribution do I intend to 
accomplish with the present study.
^ This is the case of Nascimento do Passo, Jaflis do Passo, Jacilande Monteiro, Gilson Santana, 
Angelo Madureira, Bernardino, Amélia Veloso, Ladimir Silva.
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The Balé Popular do Recife was founded in May 1977, and since the first years of its existence, this 
dance group has already performed in countless dance festivals in Brazil and abroad. In 1980 the 
group participated in the Oficina Bahia, Festival de Sâo Cristôvâo, and Festival de Campina Grande. 
In 1981, they represented Pernambuco in the Projeto Mambembâo with presentations in Rio de 
Janeiro, Sâo Paulo, and Porto Alegre. In 1982 the group performed in the Art Festival Israel, more 
specifically in Jerusalem, Tel Aviv, and Kiboutsin. In 1983 they performed in the FITEI -  Festival 
Internacional de Expreessâo Ibérica in Portugal. En 1984 they toured around South American and 
performed in Colombia, Uruguay, Paraguay, Chile and Argentina. Through the project France-Brazil 
the group toured around 37 French cities over three months. (Oliveira 1993: 164-214) In 1997 the 
group celebrated its 20 years of existence by performing shows uninterruptedly in Spain, Belgium, 
United States, Canada, Peru, Ivoiy Cost in Africa and Holland. (Diârio de Pernambuco 12/11/1997, 
Viver, page2)
In the short video-documentary FREVO 1995 [Experimental Project in Journalism]. It is worth 
noting that the idea of frevo being sent to the moon or to space is not only suggested in the hymn of 
the Troça Ceroulas, but also in the frevo song Realeza Linda by Geraldo Azevedo which says: “as 
always the folioes are taking frevo to the outer space, to announce that camival is happening on 
Earth” -  just to cite a few examples.
” Nascimento recalls that Mârio Orlando (who has already passed away) used to feel rather disturbed 
by the so many questions that Nascimento constantly asked him. According to Nascimento’s 
narrative Orlando thought journalists were unreliable people, who came to talk to him but did not 
mention his name in their writings. “In fact -  Nascimento adds -  there are a number of journalists 
who disrespect the artists. They say things that we have said and do not mention our names, do not 
say from whom they got that information. I have seen Education and Culture Ministry books, for 
instance, which contain things that I have said but do not mention my name; my photograph is there, 
but not my name”. Tape-recorded interview with Francisco do Nascimento Filho, held at Escola 
Municipal de Frevo, Encruzilhada, Recife, on 7 January 1998.
Cachorro do Homem do Miudo was the first camival agremiaçâo in which Nascimento was invited 
to participate as passista. [Tape-recorded interview with Francisco do Nascimento Filho, held at 
Escola Municipal de Frevo, Encruzilhada, Recife, 7 January 1998].
Tape-recorded interview witii Francisco do Nascimento Filho, held at Escola Municipal de Frevo, 
Encruzilhada, Recife, 7 January 1998.
Duarte writes that “Vassourinhas came to Rio complete, and brought a group of first-rate passistas. 
They did one performance in a theatre and a few street exhibitions. Everything was very good as a 
frevo spectacle, but without repercussions in the hearts of the Rio population — in spite Of having 
been able to count on the solidarity of the people from Pemambuco who lived in Rio and attended 
the shows and danced. However, it was all no more than a party restricted to one of the numerous 
colonies that make up Rio de Janeiro’s population. Vassourinhas went back to Recife — from where 
they should have never left — and should never again think of travelling to the South”(l 968:81)
It should be noted that, although I am borrowing Joann Kealiinohomoku’s concepts of contained 
and extended dance events, it is only very loosely that I am following and applying her ideas to the 
case of frevo. After having argued that “some dance events are contained and some are extended ”, 
Kealiinohomoku explains that “the contained dance event is often theatrically oriented with a 
recognizable beginning and conclusion, and although an in-depth study of such an event should 
include what happens before and after the event, the contained dance event qua dance can be studied 
as an isolate. In contrast, the extended dance event is totally enmeshed in the event qua event, and it 
is axiomatic that the existential event is not an isolate” (1976:235 emphasis added). My position is 
that any dance culture can be studied as part of its social/cultural context, or as a performance in 
itself- i.e., as ‘an isolate’ -  even though, I also understand that this later methodological approach is 
incomplete and not desirable.
80 According to Kealiinohomoku ’ s opinion, for the contained dance event, if the culture and functions 
change drastically, the dance could be lifted out as an entity and continue to exist as an opus , but for 
the extended dance event “the dance would have to keep up with those changes or die (1976:236).
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Tape-recorded interview with José Ramos, held at Praça da Jaqueira, Recife, 15 February 2000.
Tape-recorded interview with Valdemiro Ferreira da Silva Neto, held at the Praça da Jaqueira, 
Recife, 16 February 2000.
^ Curiously, each year, a new set of body movements is invented and performed by children and adults 
and quite often becomes an ‘epidemic’ during camival. The choreography is normally very simple, 
so it can be performed by anyone, and also includes sensual or fimny gestures -  in accordance with 
the permissiveness of the party. These dances are usually associated with the chomses of newly 
launched popular songs, whose bands are fi*om Bahia and Rio de Janeiro, and which are played on 
radio stations and television programs. In the 1994 camival, for instance, the vogue was the ‘danga 
do bicho’ [the animal dance], and in 1996 it was the ‘danga do segura o tchan’ [grasp the tchan 
dance]. These mass participatory dance forms are highly joyful and popular -  in the sense that they 
reach wide sectors of society; but are extremely fleeting, as they rarely last for more than one single 
camival.
The answers to the questions of when, where, how, why, and by whom fi-evo music and its 
accompanying dance originated are synthesised by Valdemar de Oliveira in this passage of his Frevo, 
Capoeira e Passo:
“It was indeed in Recife at the end of the nineteenth century beginning of this one that 
everything happened. It was the music, which emerged conducting the dance, or was it 
the dance that suggested the music? It is impossible really to distinguish whetiier it was 
fi-evo, the music, which brought passo, or whether it was passo, the dance, which 
suggested frevo. The two things began to inspire and complement each other. It is 
possible, however, to affirm that fi-evo was invented by composers, who created fast 
tempo songs for camival; whereas passo really sprang fi-om the people, without mles or 
masters, like spontaneous generation. (...) The musicians thought it would give more 
excitement to the party, and the barefoot people actually wanted loud, impetuous and 
lively music, which invited the participants to kick or shake their legs in the middle of 
the street. As a result of this, the musicians and dancers worked in a co-operative way, 
which had not been predicted. Everything was done by suggestion, by improvisation, 
without knowing whether it would catch on or not, but it did. Suddenly, the music had 
acquired its own distinctive characteristics, and in the same way the dance did not 
resemble any other, not even those dances which were in people's subconscious, when 
they started their creation” (1985:11).
The type of fi-evo Oliveira is referring to in the passage above, is the frtvo-de-rua [street-fi-evo], 
which is wholly instrumental and played with brass and wind instruments -  such as trombones, 
trumpets, saxophones, and so forth -  that later became a trade mark of the traditional clubes-de-ûevo 
[fi-evo-clubs].
Regrettably, Valdemar de Oliveira does not tell us the name of the “well-known” passista who 
continued dancing fi-evo at more than 80 years of age!
Duarte calls fi-evo-orchestras “bands of military music”, because the musicians of these bands used to 
be in their majority soldiers, who wore the same costumes and played the same instruments they use 
when they were at work (1968:40).
Oliveira (1985:14) reiterates Duarte with the statement: “it is not the feeling that ‘it will happen’ but 
that‘it may happen’.”
** By the way, the expression Deixa Falar means ‘Let them Speak’, not ‘Let me speak’ as Barbara 
Browning has mistakenly translated (1995:174, note 17). This is a gross error, because in camival, no 
one needs to ask for permission to speak anyway. It is quite the opposite. The expression actually 
implies the idea that I do not mind whatever they speak about me, I will do whatever I want to do 
anyway. The subject of this sentence is absent; a grammar mle making which is possible m 
Portuguese but not in English. Therefore, the expression deixa falar, is equivalent to deixa que eles 
falem.
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See full quotation in the definition of Bloco-de-frevo in Glossary, Appendix III.
^ There is a currently widespread concern in Brazil at present, about the drastic consequences that the 
violence exhibited in most films for youngsters may have on their personality and behaviour. This 
topic, however, has not only been discussed by contemporaiy psychologists and art educators but 
was in the forefront of the discussions of philosophers who lived about twenty four centuries ago. At 
least two millennia ago, Plato and Aristotele already discussed how certain musical genres were 
associated with different types of feelings and characters. The central point of Plato’s The Republic is 
the Guardian’s education, which sought to develop and to strengthen certain aesthetic feelings. He 
assumed that familiarity with certain types of aesthetic emotions would help future guardians of his 
idealised Republic to become courageous, moderate, honest and wise. In order for this aim to be 
achieved, Plato and Socrates decided to prohibit all art forms (including poetry, music, visual arts, 
etc) that suggested addiction, bad temper or indecency. In the field of musical education, the modes 
Mixed Lydian and Extreme Lydian that were thought to be suitable for “dirges” were banished as 
well as the Ionian that was considered to be “languid”, and thus not suitable for training soldiers. The 
Dorian and Phrygian modes were kept; one for the moments of peace and freedom and the other for 
the moments of need and danger. As they could not figure out which rhythms would express an 
orderly and courageous life, Plato and Aristotle asked the well-known fifth-century musician Damon 
what rhythmic combinations would be suitable to express “meanness, insolence, madness, and other 
evil characteristics”, and which rhythms they “must keep to express their opposite” (Lee 1987:99- 
101). Plato thought that at this stage of the Guardian’s education it was crucial “for rhythm and 
harmony to penetrate deeply into the mind and take a most powerful hold on it”(ibid. p. 104). For a 
more contemporary approach of the role Art can play in the formation of personality see also Herbert 
Readvf Educaçâo pela Arte, 1958.
A C T II-Setting  the stage
 ^ During my graduate and post-graduate studies in Brazil I heard in different occasions and from 
distinct lectures and research supervisors the piece of advice that a research project topic should 
address, as much as possible, the questions of what, when, where, who and how. The what question is 
the one required to specify the object of study; the why provides justifications of the reasons why that 
object of study was chosen or shows its relevance to the area of study; the when is that that defines 
the period of time considered; the where indicates the place, or geographic location of the study; the 
who takes into account the subjects involved in the universe of study, and the how question addresses 
methodological issues of how the research subject will be tackled, and it may also be used when a 
diachronic perspective into the subject of study is intended, or when the researcher wants to 
demonstrate how things turned to be the way they are at present. Similar train of thought has been 
used by Joann Kealiinohomoku, in her Phd Thesis: Theory and Methods for an Anthropological 
Stu(fy o f Dance, 1976. In it, the author states that “adequate analyses of dance culture, dance 
community, dance situation, and dance event devolve on the understanding of the personnel and the 
answering of the journalistic questions of who? what? when? where? and why?” (p.238). The 
American anthropologist also explains that “the what-when-where-and why complex can be analyzed 
in terms of concept and phenomenon, time, space, and function, respectively” (p238).
 ^On the history of the camival agremiaçâo: Galo da Madrugada, see Soares (1992:23)
 ^ It is possible that the words galinha [chicken] and frango [cockerel] were chosen as names of these 
camival clubs, not only because these animals belong to the same fowl family as the galo [rooster]; 
but also because, in colloquial Portuguese, the term galinha is also used to refer to a woman who is 
always flirting with many men at once, and frangoif) is another word for a gay man, particularly the 
indiscreet type who usually likes to imitate the feminine manners and gestures in an exaggerated 
camp manner.
 ^Jornal do Commércio, 17 Febmary 1996, Cidades, page 2.
 ^Zé Pereira is a traditional character in Brazihan camival. For more information on the features of the 
character and how he became popular in Brazil, see Morals (1958:43-49)
Notes
® Diârio de Pernambuco, Sunday 18 February 1996, page A-8.
 ^For many years, my favourite camival intinerary for Zé Pereira camival Saturdays used to be: to start 
early in the moming -  about seven to eight a.m -  in the Galo da Madrugada camival parade; by 
miday, when the sun was already too hot and the Galo parade, too crowded, it was time to slow down 
the pace and to have a rest sitting in one of Sete de Setembro Street’s shadows, to have something to 
drink and eat, whilst joining in the Nois Sofre Mais Nois Goza concentraçao -  as the beginning, or 
the warm-up, of the camival groups’ street-parties are called, before it started moving off along the 
streets in a procession-like formation. In the middle of the aftemoon, when the Nois Sofre parade was 
already under way, it was time to move on swiftly in order to catch up with the Troça Ceroulas 
parading in the adjoining city of Olinda.
® Toças: Boi Nao Lambe, A Galinha da Madrugada, Trinca de Às, Clube da Hiena, Os Gavioes, Seu 
Mangabeira, Ceroula de Olinda, Menino da Tarde, O Garoto de Vassourao, Camisolete em Folia, 
On Vai ou Racha, Cacete no Planeta, Guaiamum na Folia, Turma dos Guelas. Grêmios Recreativos: 
Oriente, do Zé, Bafo de Onça, Eu Acho é Pouco. Boneco: Menino do Beco. Urso: Cascudo do 
Amparo. Afoxé: Alafin Oyo. Blocos: Arriando sua Sunga, Canta Olinda. Clubes: General da Banda, 
andLinguarudos de Ouro Preto. \hvJornal do Commércio, 17 Febmaiy 1996, Cidades, p 5].
 ^Jornal do Commércio, 17 February 1996, Cidades, p 5.
It is worth noting that the characteristic of being a lengthy seasonal festival rather than a three-day 
party, is not exclusively Pemambucan or Brazilian. Camival celebrations represented a considerable 
part of the life of people in Medieval time. Backthin informs us that in Europe of the Middle Ages, 
“large medieval cities devoted an average of three months a year to these festivities” (Bakthin 
1984:13). In the mid-1950s, Munro Edmonson reports that “the Camival season begins in New 
Orleans in the last week of December and ends officially at midnight on Mardi Gras. Since Mardi 
Gras may fall any time between 3 Febmary and 19 March the season may last fi-om about five to 
twelve weeks” (1956:234). In Venice, carnevale also exceeds the three-days preceding Ash 
Wednesday. According to the 1997 official Carnevale di Venezia programme, the festivity started on 
31 January and ended on 11 February that year. Notting Hill Camival in London might be seen as an 
exception to the mle. Although it has already become one of the largest camivals in the world, it does 
not exceed two days of revelry and, differently from the camivals mentioned above, is not celebrated 
in accordance with the liturgical calendar, but on the Eve and the actual day of a Bank holiday in 
August each year. However, its size, importance and duration is actually extraordinary within the 
adverse context in which it exists. The Notting Hill Camival is a cultural legacy that Trinidadian 
migrants brought to Britain, and it is a very recent phenomenon, the first having taken place in 1966. 
For more information about the subject see Abner Cohen (1982) and Alleyne-Dettmers (1996).
" Ensaio Geral was the strategic point that I chose, during my preliminary fieldtrip in 1996, to video­
record different types of camival groups -  such as: frevo-clubs, maracatus, caboclinhos, escolas de 
samba, and so forth -  and also to approach a number of unknown artists for friture interviews.
Diârio de Pernambuco, 17 Febmary 1996, p 1; and Jornal do Commércio, 16 February1996, 
Cidades, p 3.
Azulao is the name of the bloco founded by the staff of BANDEPE [Banco do Estado de 
Pernambuco]. Jornal do Commércio, Saturday, 17 Febmary 1996, p 1.
In Olinda, seventeen, and in Boa Viagem seven camival groups were expected to parade on the 
streets on Friday 16 Febmary 1996 -  according to JC 16 February 1996, Cidades, p 3. On Friday 16 
Febmary I went to the parade of Pancada do Ganzâ, and video-recorded most of the group 
performances.
Jornal do Commércio,\5 February 1996. 
Jornal do Commércio, 12 February 1996, p 1. 
É de fazer chorar, by Luis Bandeira, says:
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É de fazer chorar It is a crying shame
Quando o dia amanhece e eu vejo o ffevo acabar When day breaks and I see that frevo stop
Oh! quarta-feira ingrata Oh! thankless Wednesday
Chega tâo depressa, sô para contrariar That comes so soon, just to disappoint me
Quern é de fato um bom Pemambucano Whoever is indeed a good Pernambucan
Espera um ano e se mete na brincadeira Waits all year round, and dives into the merrimentt
Esquece tudo quando cai no frevo Forgets everything when they break into frevo
Mas no melhor da festa chega quarta-feira But just when the party’s at its best, Wednesday comes
Oh! quarta-feira ingrata... Qh! thankless Wednesday...
Chega tâo depressa, so para contrariar That comes so soon, just to disappoint me
Diârio de Pernambuco, 22 February 1996, Vida Urbana, B-2.
Jornal do Commércio, 23 February 1996, Cidades p 4.
Jornal do Commércio 23 February 1996, Economia, p 3.
These are the cases of, for example, Bacalhau do Batata [Batata’s Cod Fish] -  Batata literally means 
potato, the founder’s nickname, who was a waiter -  and the Bicho Maluco Beleza, which was created 
by the musician Alceu Valença.
^ I noticed that the 1996 camival in Recife was in full swing for over two months: from New Year’s 
Eve that year until the city of Recife’s Birthday Celebration on the 12* of March, when prizes were 
distributed among the winning groups, which had paraded in the centre of Recife during camival 
itself; and the commercial Dantas Barreto shopping street was once again transformed into a long 
camival ‘stage’.
^ The Empire period was from 1822 to 1889; and the Republican Period from 1899 onwards.
Complaints that it has become nearly impossible to follow the camival processions -  of clubes de 
frevo, maracatus, afoxés, escolas de samba, caboclinhos, etc -  along the streets of Old Olinda, as we 
used to do some years ago, due to the crowd becoming so massive, that one can hardly move -  have 
become common among many/o/mej:.
In this respect see Diârio de Pernambuco, 19 Febmary 1996, B-5; and Jornal do Commércio 
19/02/1996, Cidades, p 18.
^ “Both Camival and Independence Day are national rituals which, while involving the entire 
population of the cities where they take place, demand a special kind of ‘time’- that we might call 
‘vacant time’, that is, a holiday.”(Matta “Constraint and License...” In Moore and Myerhoff eds. 
1977:244)
Roberto da Matta understands that “these three dates suggest, in the case of Brazil, an obvious 
balance between rituals explicitly concemed with civil society, rituals devoted to religion (Holy 
Week), and rituals conceming licentiousness and sin, ‘the other side’ of religion” (1977:245)
In Northeast Brazil the Junino cycle is also very much celebrated by local society. Christmas might 
also be regarded as one of the most important rituals (of giving material things) in Brazil.
Even though primary and secondary schools may parade in their own area, is an attempt to educate 
the pupils with a feeling of patriotism, this normally happens during the week during school time, as 
isolated events.
Not even in relation to Rio de Janeiro’s carmval is it valid to say that there is only one focus of 
interest. The escolas de samba contest, which takes place in one single location: the Marqués da 
Sapucaf is undoubtedly the main focus of interest for the carioca population — but not the only one. 
Informal-participatory camival also happens in Rio as well, on a very small scale when compared 
with Recife, although one can see a number of camival groups parading along the streets of many 
suburbs of Rio de Janeiro during camival days.
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It is commonly said that during camival in Recife and Olinda, people are united in a single purpose: 
to have fun. But this is an over-generalisation as many people are working whilst others are simply 
enjoying themselves.
Jornal do Commércio 14 January 1996, Economia, p 4.
In 1996, one Brazilian real was equivalent to one US dollar.
Diârio de Pernambuco, Vida Urbana, 24 January 1996.
Jornal do Commércio, 14 January 1996, Economia, p I.
It should be stressed that many residents who do not own the property, but rent the house where they 
live, also participate in the camival business to some extent. I know a few people who make an 
agreement with the Landlord to share 50% of the camival rental price.
Jornal do Commércio 23 February 1996, Economia, p 3.
Diârio de Pernambuco, Economm 22 Yehmary 1996.
“Camival is a guaranteed profit for blocos” by Angela Belfort. In Jornal do Commércio, Economia, 
12 January 1996.
39 The same as trio-elétrico.
O Bloco Bicho Molhado which paraded for the first time in the 1996 camival, forecast an 
investment of about R$350 thousand Reais -  according to Angela Belford’s article, Jornal do 
Commércio, Economia 12 January 1996, p 5.
In the 1996 camival a group of dancers from the Escola de Frevo Nascimento do Passo participated 
in the Gigantes do Samba street parade. The original and successful experience of Nascimento’s 
frevo dance group (of dancing frevo to the samba rhythm) was repeated in the 2000 camival; this 
time in the street parade of the samba-school Império Serrano, along the Marqués da Sapucaf, Rio de 
Janeiro.
Angelo Madureira also explained that that year, Renato Feijô’s wife had invited him to run a course 
in her dance academy, but he couldn’t accept her invitation because he was too busy. At that time, 
Angelo was not only teaching the young group of the Balé Popular, at the Centro Cultural Brasllica, 
on a regular basis, but he also was attending ballet classes daily at the Studio de Danças. Besides his 
recently launched frevo dance course entitled Jovens solistas [young soloists], held three times a 
week, he was also participating, as a dancer, in the musical show of the band Versao Brasileira with 
the dance group Galera do Brasil. [Tape-recorded interview with Angelo Madureira, held at Rua 
Batista dos Santos 13, Casa Forte, Recife, 27 January 1996].
Tape-recorded interview with Angela Maria Fisher Ferreira, held on 1 Febmary 1996 at her residence 
in Casa Forte, Recife.
Tape-recorded interview with José Ramos, held at Praça da Jaqueira, Recife, 15 February 2001.
Tape-recorded interview with Gil Silva, held at the Escola Municipal de Frevo, 28 February 2000.
^  Tape-recorded interview with Inès Maria da Silva, held at the Escola Municipal de Frevo, 7 January 
1998.
Entitled Banda [Band] or Bloco Cultural [Cultural Group], the Maracatu Naçâo Pernambuco was 
created in 1989, inspired in the traditional maracatus, with the purpose of disseminating and 
propagating this cultural manifestation. (Filho 1999:38)
Information given by Ana Amélia Veloza, singer and choreographer of Maracatu Naçâo 
Pernambuco, in a tape-recorded interview held in January 1996 at Mercado da Ribeira, Olinda.
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The creative and improvisational ciranda wheel that I am referring to can be seen in detail in the 
videotape recorded by a member of the team of Maracatu Naçâo Pernambuco. The attention the 
cameraman gave to the audience’s performance, might indicate that the maracatu group actually 
greatly values the audience participating actively in their shows. Due to the kindness of Bernardino, 
the group leader, I had the great fortune of obtaining a copy of the tape. I am therefore extremely 
gratefiil for his consideration in telling people to provide me with a copy of the tape of their show 
Leâo Cantador.
Jornal do Commércio, 19 February 1996, p 7.
Luis de França is the President of the ‘root’ maracatu-de-baque-virado Leâo Coroado, founded in 
1863.
Bate Livre — Informativo Cultural do Maracatu Naçâo Pernambuco, Februaiy, 1996, Year 1, No. 00.
The problem of how the dominant classes in Pemambuco have taken possession of, or even stolen 
the artistic creations of the people under the pretext of valuing and disclosing “the tme roots of the 
Brazilian culture” is at the core of Arte popular e dominaçâo -  o caso de Pernambuco 1961/1977, by 
Ivan Mauricio, Marcos Cirano and Ricardo Almeida (1978). After having considered the socio­
economic situation of 114 popular artists of the Metropolitan Area of Recife, and the opinions of 
leaders of the most important experiences of the Pemambucan popular art organised by the dominant 
classes in Pemambuco: Movemento de Cultura Popular [MCP] and Movimento Armorial do 
Nordeste [MAN], the researchers argue that: if at the discourse level the dominant classes recognise 
that they have to leam with the people, in reality, the fiuits of the success are seldom -  if ever -  
shared with the actual authors of their creations. The authors relate a case study in which a 
Pemambucan popular musician was even unaware that his songs had already been recorded and 
commercialised by others.
I strongly believe that the misuse or abuse of power which some privileged artists or scholars have 
exercised over the under privileged people must always be denounced. This does not mean, however, 
that I regard the approximation of artists fi-om distinct social backgrounds or the re-creation of folk- 
popular arts into a more contemporary or emdite factions, and vice versa, as something intrinsically 
unethical or illegitimate. This is the point that I want to stress with the case of Maracatu Naçâo 
Pernambuco. In this respect, it is worth noting that the supervisor of a Brazilian fiiend who was 
undertaking her M.A. studies in England, prevented her fi-om composing a piece of choreography in 
which she intended to combine capoeira movements with some contemporary dance movements, 
under the argument that what the student intended to do was a “cultural colonialism”.
After the 1996 camival had finished, I met Roberto, at the time leader of the Maracatu Elefante, in 
their headquarters, in order to give him a copy of the video tape I had made of their street parade on 
camival Sunday. He asked me why I had not tumed up at their Monday parade as planned and 
pointed out that I had missed a great research opportunity, as their performances had been 
transmitted live on the intemet.
For further information about the Calungas of Maracatus see Silva (1995), Andrade (1982, vol.2) 
and Peixe (1981).
Regarding the increasing numbers of maracatus-nirais in the state of Pemambuco, see report in Veja, 
28 May 1997, p 124.
Maracatu-rural is so called because it originated in rural areas, particularly in the area of Zona da 
Mata Norte of the state of Pernambuco, which is traditionally dominated by the sugar cane 
plantations. Most members of maracatus-rurais work in the harvesting of sugar cane and cam a 
minimum wage, hardly sufficient to maintain their own survival. Even so, they end up holding raffles, 
selling handicrafts and other things to be able to afford the costumes they wear during their Camival 
street parade. At present Maracatus rurais can be found in towns such as: Nazaré da Mata, Aliança, 
Itaquitinga, Itambé and also in the metropolitan region of Recife. See report entitled Maracatus 
gritampor socorro” [Maracatus cry out for help] in Jornal do Commércio 21 January 1996, p 7.
Veja, 28 May 1997, p 124.
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On the cover of two CDs launched by two distinct blocos-de-frevo: Eu Quero é Mais and Flor da 
Vitôria-Régia in the 2000 carnival, the musician Getulio Cavalcante acknowledges the increase in 
popularity of the frtvo-de-bloco as follows:
“I have been following with dedicated attention, the unquestionable growth of the 
'’bloquista' movement [i.e., a movement related to blocos] in our Carnival. No doubt the 
Encontro de Blocos, which has already become a tradition on carnival Mondays, gave 
rise to the need to have fun by singing, to sing in groups, and to value the most authentic 
habits of our people which reappear among the expectant foliôes”.
The first time I watched and listened to the choral Aurora de Amor was on Wednesday 23 February 
2000, in a bar called ‘London’, located, on Rua do Bom Jesus, Old Recife, On that occasion, I had a 
casual opportunity to talk to the mother of one of the singers, who told me that most of the members 
of the choir were cousins, from the Pontual family. When the show was over, one of the singers 
joined us, and the main point of our conversation was the issue relating to the resistance of the 
singers, who are all teenagers, to wearing the traditional costumes. To the disappointment of his 
mother, the young singer explained to us that most of the members of the group would feel unnatural 
or uncomfortable if they had to wear those traditional costumes, which many people thought they 
should wear.
In Diario de Pernambuco, 20 February 1996, Carnaval, B-2.
None of these CDs are dated, but they were probably launched during the second half of the 1990s.
Among the musicians who launched new CDs on the market in the second half of 1990s are: Mestre 
Ambrôsio, Antùlio Madurerra, and Antônio Carlos Nôbrega. Their CDs carry a variety of 
Pemambucan rhythms, including frevo. It should also be noted that the CD entitled: Code: Brasil> 
Target:Recife> produced in 1999 by Airto Moreira (a musician from the south of Brazil) has been 
brought to London for sale.
^ Veja, 28 May 1997, pl24.
In Diârio Oficial da Cidade do Recife', 16 and 17 July 1999, p 6.
^  The Movimento Armorial do Nordeste (M.A.N.) is a cultural movement created and headed since the 
1970s by the playwright and novelist Ariano Suassuna. For at least two decades, Ariano has taught 
the discipline “Aesthetics” at the Universidade Federal de Pernambuco -  and I had the good fortune 
of attending his entertaining lectures when I was a Masters student of History at that university. He 
has also been the Secretaiy of Culture of the state of Pernambuco, twice in the 1970s and 1990s. The 
M.A.N has an essentially nationalistic character. It was originally created as a flagship of resistance 
against Brazilian cultural servility in relation to the hegemonic countries, particularly the United 
States of America. It should be noted that the 1970s in Brazil -  die decade in which the M.A.N was 
launched -  were marked by the beginning of the industrialisation of the means of communication in 
the country, when the first National Television Network {Rede Globo) was set up. During that period, 
a military dictatorship governed Brazil and all the TV channels slavishly served the Military Regime, 
Therefore all means of mass communication (including TV, radio, newspapers etc) were prohibited 
to broadcast the reality of Brazil and its social problems, whereas disposable and mass-produced 
American cultural products invaded Brazilian society at large. It was in this context that the M.A.N. 
emerged in Recife, defending the folk-popular arts as the only way to create art forms which deserved 
the right to be considered Brazilian. The main philosophical principle of the Armorial Movement 
was that “by strengthening the roots of [folkjpopular culture, foreign influences, instead of being ‘an 
influence that squashes us and makes us lose our own characteristics, become an incorporation that 
enriches us” (Oliveira 1993:123-137).
Cultura mestiça [mestizo culture] is that which was constituted historically from the ethnic mixture 
of white Iberians, Blacks and Aborigines and has become the most idiosyncratic feature of Brazilian 
culture.
Malcolm Waters (1995) defines globalization as “a social process in which the constraint of 
geography on social and cultural arrangements recede and in which people become increasingly
68
aware that they are receding”(p.3). The author explains further that the concept of globalization is an 
obvious object for ideological suspicion because “like modernization, a predecessor and related 
concept, it [globalization] appears to justify the spread of Western culture and of capitalist 
society”(p.3). In Walters’ words, “Globalization is the direct consequence of the expansion of 
European culture across the planet via settlement, colonization and cultural mimesis. It is also bound 
up intrinsically with the pattern of capitalist development as it has ramified through political and 
cultural arenas”(p3). The author argues that the process of globalization affects three arenas of social 
life: economy, polity and culture, and takes as a guiding argument of his book the premise that 
“material exchanges localize; political exchanges internationalize; and symbolic exchanges 
globalize ”(p9). This means that the degree of globalization is greater in the cultural arena than in the 
other two areans, because political and economic arrangements are globalized only to the extent that 
they are culturalised — i.e. to the extent that the exchanges that take place within them are 
accomplished symbolically (p9). Walter’s explanations, briefly described above, suffice to justify 
why a number of people who live in developing countries and fight for the political, economic and 
cultural autonomy of their countries, see globalization as a threatening and undesirable process. 
Ariano Suassuna, for instance, is against globalization, but he says that he is in favour of “a true 
internationalisation of culture”, as in his view: “each country must play its distinctive note in the 
great concert of the world culture”. Suassuna argues that “the union of the universal culture is made 
through contrasts, which are not contrary but complementary”; and points out that the globalisation 
process “wants to massify and make everything uniform. And that is contrary of universal culture” -  
he concludes.[Jorwa/ do Commércio, 12 January 1997, Cademo C, p.3]
Cited in Oliveira (1993:133).
“Nao importa que estejamos no jim do mundo e sem dinheiro no bolso. Nao hà nada no mundo que 
possa deter esse som ”. [It doesn’t matter that we’re on skid row with nothing in our pockets. Nothing 
in the world can stop this sound”. In Veja, Year 30, No. 21,28 May 1997, p 125.
Jornal de Commércio, 19 February 1996, p 7.
Frevo -  Experimental Journalism Project; Script and Direction: Cristiane Galdino, Supervisors: 
Marinita, narrator: Clâudio Ferrârio, Team: TV-Viva. I would like to express my deeply felt gratitude 
to Gilson Martins, editor of TV Viva, who kindly gave me a copy of this tape, which is not available 
on the local market.
Reinaldo de Oliveira explained to the audience from the outset that his lecture was based on his 
father’s book Frevo, Capoeira e Passo, but he had to adapt and update the text slightly. [Transcripts 
from Reinaldo de Oliveira’s lecture held at the Academia Pernambucana de Letras, on 12 February 
1996, which I tape-recorded with his consent].
In-depth interview with Francisco do Nascimento Filho, tape-recorded at the Escola Municipal de 
Frevo, Encruzilhada, 7 January 1998.
Jornal do Commércio, 28 January 1996, p7.
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1 had the invaluable opportunity of interviewing these three renowned dancers and dance teachers, as 
well as video-recording some of their dance classes. These video tapes were very useful in the 
choreological analysis of frevo dancing. I would like therefore to express my heartfelt thanks to 
Gilson, Jaflis and Angelo for their trust in letting me record their artistic and pedagogical work.
It was only during the first three years of the BPR’s existence, from 1977 to 1979, that the group was 
sponsored by the Clerkship of Culture of the Mumcipal district, during the administration of Ariano 
Suassuna, the Secretary of Culture at that time. For further mformation about the early history of the 
Balé Popular do Recife see Oliveira (1993).
77 Nuclearte is located at Rua do Sossego, 52, Recife, Pernambuco.
Tape-recorded interview with Angela Maria Fisher Ferreira, held on 1 February 1996 at her residence 
in Casa Forte, Recife.
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Tape-recorded interview with Angela Maria Fisher Ferreira, held on 1 February 1996 at her residence 
in Casa Forte, Recife.
Interview with Zenaide, video-recorded at the Escola Municipal de Frevo, 9 January 1998. On that 
occasion, Zenaide showed me a copy of the report she had sent to the Municipal Culture Secretariat, 
answering their request, which contained the number of students enrolled at the school, the number 
of frevo presentations they had done, and the accomplishments of the school team during the year
1997.
Interview with Zenaide, video-recorded at the Escola Municipal de Frevo, 9 January 1998.
ACT III  -  Introducing the main character
 ^Nascimento explains that his mother registered him in Manaus as being bom in 1937; but when he 
was already living in Recife and in order to be able to get into the Army, he registered himself as a 
citizen of Pernambuco, as if he had been bom in 1938. [Tape-recorded interview with Francisco do 
Nascimento Filho, held at my parent’s residence in Madalena, on 28 Febmary 1996].
 ^Nascimento’s mother was a member of the tribe of the Arinim river. She had 14 children with a man 
of this tribe who became a Tuxaua (a chief). Because of a fatal yellow fever epidemic, eleven of her 
children tragically died together with her husband in one week. Following this tragedy, Nascimento’s 
mother and her three surviving children moved to Benjamin Constant where she met Nascimento's 
father and soon gave birth to Nascimento. Nascimento's father did not assume responsibility for him 
nor for his mother. Besides being rejected by his father, Nascimento also suffered discrimination 
from his older brother, who was ashamed of the fact that his mother had had a child with another 
man. [In-depth interview with Francisco do Nascimento Filho, recorded at my parent’s residence in 
Madalena, 28 February 1996].
 ^ In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
 ^ In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
 ^Nascimento explains how his first job in Recife improved his life in the following terms; “ I started to 
study, to learn how to paint. I learned carpentry, I learned how to drive; at least how to drive the car 
out of the garage in order to wash it, and to put it back into the garage again. He [the German] taught 
me all these things. Then my life took on another sense, another direction.” [In-depth interview with 
Francisco do Nascimento Filho, tape-recorded at my parent’s residence in Madalena, on 28 February 
1996].
 ^ The expression that Nascimento uses, eu danava o pau para fazer, does not translate 
straightforwardly into English. The idea is that he tried to dance so hard that it was as if he was 
beating himself with a stick.
’ Nascimento recalls three sites where the batalhas de confeti took place; Santo Amaro, in front of the 
Correio e Telégrafos building, and Pàtio do Terço. [In-depth interview with Francisco do 
Nascimento Filho, tape-recorded at my parent’s residence in Madalena, 28 February 1996].
* According to Nascimento’s testimony, palanques were mounted: at the Praça do Trabalho, tn 
Afogados, or Guararapes Avenue, in front of the Correios e Telégrafos building, as well as at the 
crossroads of Rua Nova and Rua da Palma. [In-depth interview with Francisco do Nascimento Filho, 
tape-recorded at my parent’s residence in Madalena, on 28 February 1996].
 ^ In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence m 
Madalena, 28 February 1996.
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‘° In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
** One of these judges was the legendary Egidio Bezerra, known as the “king of passo”. Nascimento 
stresses that he did not know Egidio personally and, up until then, he had not yet seen him dancing. 
“I danced the steps that 1 saw from other passistas; Doca, Anon, Zé, Pretinho, Bin da Riqueta, 
everybody from that area of Coelhos, who used to follow the clubs and the troças during the night 
rehearsals.” [In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s 
residence in Madalena, 28 February 1996].
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
Nascimento goes further, stating that it was Julio Gamboa, a politician, who was also the president of 
EMPETUR who had been instrumental in helping Coruja’s success. [In-depth interview with 
Francisco do Nascimento Filho, tape-recorded at my parent’s residence in Madalena, 28 February 
1996].
It is very likely that Nascimento’s pioneering idea of founding the first frevo school in Recife was 
quite challenging in the 1970s, and even until the mid-1980s. It is noteworthy that in the second 
edition of his Frevo, Capoeira e Passo, launched in 1985, Valdemar de Oliveira suggests as an urgent 
measure for preventing the premature disappearance of passo, that should be encouraged: “passo 
competitions and even intensive courses of that singular dance that represents a treasure to be 
preserved. Either we convince ourselves of these things -  or we will lose them, through inexcusable 
administrative negligence” (p. 136 emphasis added). The word ‘even’ in this context, suggests that in 
the 1980s frevo dance courses were still thought of as something exceptional.
An interesting line of investigation to be pursued would be to find out more about the types of 
commentaries and reactions concerning Nascimento’s idea of teaching frevo dance to the general 
public throughout the year, which might have been published in newspapers and magazines at that 
time, as Nascimento has stated. However, this task would require a few months of investigation in 
the Public Archives in Recife, in order to be accomplished. Since this issue is of secondary 
importance for the purposes of this research, and mainly due to time constraints, it was unfortunately 
not possible for me to undertake this task.
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 February 1996.
Leonardo D. Silva wrote in the Diârio de Pernambuco, 20 February 1977, page B-10, that Egidio 
Bezerra, Coruja and Nascimento do Passo — who were, for many decades, the three most famous 
passistas in Pernambuco — emerged through passo competitions and fizeram escola [created a 
school]. However, in a recent interview, held on 20 March 2000, at his house in Torre, after telling 
me that he had learned frevo dance at “Egidio’s schools ” which, as he explains, did not constitute an 
official school, Leonardo also clarified what he means by fazer escola. That is, to leam by doing, by 
observing —as can be seen in the passage below, in which the casual and informal character of 
Egldio’s ‘school’ is also described:
MG: Did Egidio have a method of teaching frevo dance?
LDS: No, he taught as he performed his step, and gave it a name.
MG: Did he teach frevo classes to a certain number of students in a certain set time?
LDS: No, nothing like that. He arrived here [at my house], and in those days he was in the mood, we 
switched the radio on — at that time the carnival songs started being played from October on. 
Sometimes this happened on Sunday mornings, when Egidio felt like doing it, so, in exchange for
Notes
some beer or something else, he would dance [for us] and we followed him behind, copying what 
he was doing. He was not even teaching us, we were just copying him from behind.
MG; When you wrote that Egidio, Nascimento and Coruja fizeram escola what did you actually 
mean by that expression?
LDS; ‘To do school’ is not in the sense that you use today, it is in the classic sense. (...) It is in the 
sense that the students leam by doing, by observing. Once the frevo dance wheel was formed, 
some would join just to watch, others, the more daring ones, would also imitate what the other had 
just done; and by doing this they also created something new, and gave it a name.
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 Febmary 1996.
^ In this respect, Nascimento recalls: “Right in front of my house lived a lieutenant who did not like 
the noise. When he was on duty, several times he ordered the kids to be sent to the police station and 
arrested them. His argument was that the boys should not go to my house because the place was a 
den of marijuana and other dmgs. But eventually we overcame this unfair persecution. ...He was 
indeed very unlucky. One day, an army colonel was there [in my house] with his brothers and parents 
from Sâo Paulo, to watch our [frevo] performance; because the newspaper Diârio de Pernambuco 
had announced: “Frevo, Ibura URl”. Cto that day, when the Râdio Patrulha [police car] arrived, and 
started switching the lights on, arresting people, and ordering us to finish our dance class, the colonel 
introduced himself and ordered all those soldiers to present themselves to the army because they 
were under arrest. (...) That is why I usually say that there is some spiritual thing which protects me. 
I know there is, because when these things happen, I always overcome them successfully.” [In-depth 
interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in Madalena, 
28 Febmary 1996].
In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 Febmary 1996.
^ In-depth interview with Francisco do Nascimento Filho, tape-recorded at my parent’s residence in 
Madalena, 28 Febmary 1996.
^ In 1995, Nascimento was teaching in five municipal schools: on Mondays at the Reitor Joao Alfredo, 
located in Ilha do Leite; Tuesdays, at the Mârio Melo, in Campo Grande; Wednesdays at the Aderbal 
Galvao, in Vasco da Gama; Thursdays, at the Antônio Erâclito, in Àgua Fria; Fridays at Vasco da 
Gama do Vigueiro. Tape-recorded interview with Francisco do Nascimento Filho, held at my 
parent’s residence in Madalena, 28 Febmary 1996.
It is to the primary and secondary state schools, where he used to teach temporary courses on frevo 
dance, not the Escola Municipal de Frevo, that Nascimento is referring here. In this respect, the 
Municipal Frevo School represented an advance, as it was there that he managed to form a specific 
frevo dance group for presentations. [Tape-recorded interview with Nascimento do Passo held in a 
small bar in front of the Escola Municipal de Frevo, 1 January 1998].
I never witnessed Nascimento actually teaching the children of his district. However, on Saturday 10 
Febmary 1996, I had the great opportunity to video record his student performances in front of 
Nascimento’s house at the Rua Cdrrego José Grande, No. 9, Casa Amarela. I was astounded by the 
huge number of students (including children, teenagers and adults) who turned up, in their frevo 
dance costumes, for our exclusive video recording section, which lasted far more than three hours. I 
believe that work was gratifying for both sides: I needed to collect images of frevo dancing to take 
them to England, and Nascimento wanted to send a copy of that tape to the Fundagao Airton Senna, 
in the hope of gaining their sponsorship to get proper premises for his frevo school.
^ Tape-recorded interview with Nascimento do Passo held in a small bar in front of the Escola 
Municipal de Frevo, 1 January 1998.
Tape recorded interview with Nascimento do Passo held in a bar in front of Escola Municipal de 
Frevo, Encruzilhada, 7 Januaiy 1998.
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In-depth interview with Francisco do Nascimento Filho, tape recorded at the Rua Joaquim Xavier de 
Andrade, 104, Casa Forte, 19 January 2000.
Tape recorded interview with Nascimento do Passo held in a bar in front of Escola Municipal de 
Frevo, Encruzilhada, 7 January 1998.
Nascimento recalls that he used to send letters to politicians -  including Mayors, Deputies, 
Councillors and even a Senator in Brasilia — but the rare occasions on which he did receive some 
money, the amount was so insignificant that it would never cover the costs of the costumes of his 
frevo dance group. [Tape recorded interview with Mestre Nascimento do Passo held in a bar in front 
of the Escola Municipal de Frevo, 7 January 1998.]
Tape-recorded interview with Mestre Nascimento do Passo held in a bar in front of the Escola 
Municipal de Frevo, 7 January 1998.
Tape-recorded interview with Gecelande Monteiro Lopes, held at Rua Inhamuns, Campo Grande, 
Recife, 2 February 2000.
Tape-recorded interview with Mestre Nascimento do Passo held in a bar in front of the Escola 
Municipal de Frevo, 7 January 1998.
Video-recorded interview with Zenaide, held at the Escola Municipal de Frevo, 9 January 1998.
Gecelande Lopes points out that the name of the school should pay homage to a passista, who had 
already passed away, or to a maestro with whom the group had a connection (or the ones they have 
worked with and received assistance from), such as: Ademar de Araujo, Nunes, Julho Rocha, Levino, 
Nelson Ferreira. “But Borges, he has never been close to the people, he has always been one of the 
elite.” [Tape-recorded interview with Gecelande Monteiro Lopes, held at Rua Inhamuns, Campo 
Grande, Recife, 2 February 2000].
During his speech at the ceremony held at the Assembéia Legislativa de Pernambuco, 28 February 
2000, when the title of Cidadao Pernambucano [Citizen of Pernambuco] was given to him, 
Nascimento said to the audience:
“I did my part: I created the school, I created a method. It was through that gesture that today we 
have kept frevo dancing alive: BaU Popular do Recife, Antônio Carlos Nôbrega, Escola Recreativa 
Nascimento do Passo, and now the Municipal School of Frevo, which is maintained by the Mayor, 
by Recife City Council Education Secretariat. [By the way] I don't know why they changed its name, 
they removed the word frevo, and included Maestro Fernando Borges. We should keep Maestro 
Fernando Borges, but the word frevo should return. It has to be Escola Municipal de Frevo Maestro 
Fernando Borges, I would not mind at all. But they removed the word frevo, 1 don't know why, but 
neither do I want an explanation, I only know that it is wrong.”
In the beginning of 2000, one Pound sterling was equivalent to three Reals. So, according to 
Landinha, it would be fair if each participant received something between 1.6 and 3.3 pound sterling 
per presentation.
Tape-recorded interview with Gecelande Monteiro Lopes, held at her residence, Rua Inhamuns, 
Campo Grande, Recife, 2 Februaiy 2000.
Video recorded interview with Zenaide, held at the Escola Municipal de Frevo, 9 January 1998.
Nascimento said that he had tried several times, in writing and in conversations with the Clerkship 
staff, to change that rule but no compromise had been reached. [Tape recorded interview with 
Francisco do Nascimento Filho, 19 January 2000 at Rua Joaquim Xavier de Andrade, 104, Casa 
Forte].
41 Video-recorded interview with Zenaide, held at the Escola Municipal de Frevo, 9 January 1998.
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Zenaide draws comparisons between the municipal frevo school and other state schools she had 
previously worked with. She thinks the municipal frevo school is “a blessed school -  in spite of 
being linked to frevo, which is something of the flesh". In her opinion, the main difference is that the 
state schools in general have “a very systematic system of work. It is something very controlled”, 
whereas the frevo school “is constantly changing. The students feel as if they were at home, they 
arrive, attend frevo classes, eat their snack, take their shower, watch television and talk to each other. 
1 feel here as if I were part of a great family, it is very different from the common state schools. This 
explains my passion for coming from so far away -  because I live in Jordâo, and need to catch two 
buses to get here, and two buses to go back. I had an opportunity to be transferred to another school 
[closer to where I live] but I didn't accept.” [Video recorded interview with Zenaide, held at the 
Escola Municipal de Frevo, 9 January 1998].
Extract from the speech by Joâo Paulo, at the time a Deputy of the PT (The Workers’ Party), at the 
ceremony, held at the Assembéia Legislativa de Pernambuco, Rua da Aurora 631,28 February 2000, 
when the title of Cidadao Pernambucano [Citizen of Pernambuco] was given to Francisco of 
Nascimento Filho.
This can be seen in the incident related by Nascimento as follows: After having concluded a dance 
workshop for SEBRAE, Nascimento went to the central office of that institution to receive his 
payment. On arriving there, the manager introduced Nascimento to his secretary, and asked the 
secretary to write a cheque in his name to pay him. The secretary, however, made the mistake of 
writing the name Nascimento do Passo on the cheque, instead of his true name. As soon as she 
realised that unfortunate mistake, she not only apologised to Nascimento, but also explained to him 
that (for some reason) she could no longer amend the cheque on the same day; and she kindly asked 
him to come back on the next day. As Nascimento was desperate to receive his pay, he replied to the 
secretary: “Do you know what it means to leave home without leaving even a penny for people to get 
something to eat? This money is very important for me, because when I return home, my wife will 
use it to buy some food. So, I have to receive this payment today.” But the secretary insisted saying 
that the cheque was useless, because his name was not registered in any document as Nascimento do 
Passo; so he would not be able to cash the cheque at the bank. But finally they both made an 
agreement: she would give him the cheque, and let him try. If he could not cash the money, he would 
bring the cheque back to the secretary, and she would write another one. On arriving at the Caixa 
Econômica Federal bank, Nascimento says that he “asked God for help, before walking towards one 
of the managers and telling him: I have a problem to solve, because I have a cheque in my name to 
cash, but it is written in my artistic name and not with my identity card name.” The manager looked 
at the cheque, looked at Nascimento and told him: “Tell me one thing. Is there any other Nascimento 
do Passo?” [laughter] Then, the manager wrote on the back of the cheque, got up, went to the 
counter, got the money and came back to pay Nascimento. [In-depth interview with Francisco 
Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 2000].
Nascimento told me that he had already searched for information in this respect, but he would have 
to wait until got some extra money to pay for a good lawyer to do the job for him. [In-depth 
interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 2000].
In-depth interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 
2000.
In-depth interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 
2000.
In-depth interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 
2000 .
In Brazil, passengers normally get into the bus using the back door and, before being able to get off 
at the front, they have to go through the turnstile and pay their fare.
Extract from the speech by deputy José Marcos, at the Assembéia Legislativa de Pernambuco, Rua 
da Aurora 631, Recife, 28 February 2000.
Garra, literally means claw. But, in this context, it means strength determination, courage.
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Extract from the speech by Joâo Paulo, at the Assembéia Legislativa de Pernambuco, Rua da Aurora 
631, Recife, 28 February 2000.
It should be noted that Flaira Ferro, the daughter of the Deputy Fernando Ferro of the PT was one of 
the best passistas of the Escola Municipal de Frevo in the year 2000. Flaira and her parents were all 
very fond of Nascimento. Deputy Joâo Paulo of the PT regards Nascimento as a friend in his speech 
given at the Assembéia Legislativa de Pernambuco, Rua da Aurora 631,28 February 2000.
It should be noted that Roberto MagaUiâes occupied the post of Mayor of Recife for the conservative 
party PFL that year.
It is noteworthy that in 1975, when Leonardo Dantas and Silva started working in the Departamento 
Estadual de Cultura da Secretaria de Educaçâo [Cultural Department of the Education Secretariat] 
he launched the project Es colas de Danças Pernambucanas, which might be regarded as one of the 
first times -  if not the first time -  in which folk-popular dances were taught in state schools. 
However, their inclusion took place in an extra-curricular manner. According to its founder, the main 
objective of this cultural programme, as a whole, was “the awakening in the school and community 
to the taste and love for their own culture”. Since the very beginning of the cultural programme, 
Leonardo invited Amaldo Francisco das Neves (Coruja) and Francisco do Nascimento Filho to teach 
frevo dance, and each one took on four different schools.
In-depth interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 Januaiy 
2000.
” In-depth interview with Francisco Nascimento Filho, tape-recorded in Casa Forte, Recife, 19 January 
2000 .
ACT IV  -  Portraying the frevo dance school group
In spite of having entitled the list of questions she used in her project “questionnaire”, in reality, 
Thomas (1993) used these questions as the basis for a qualitative and semi-structured ethnographic 
interview (see appendix 5.1., p.91). In this research, however, they were used as actual 
questionnaires and also as a starting point for open ended questions.
Questionnaire:
1. How long have you been practising frevo dancing?
2. Where did you leam how to do passo? Who were your teachers?
3. Why did you choose this school or frevo dance group?
4. Why did you come to this event at the docks?
5. Do you intend to follow the career of passista or dancer?
6. What is in your opinion the best type of frevo song for dancing passo: the traditional orchestral
frevos-de-rua, or the more modem frevos, like for instance, the frevo songs sung by André Rios, 
Alceu Valença, Elba Ramalho, etc?
7. Why do you like dancing frevo? In other words, what is there in frevo that is enjoyable?
8. How do you feel while dancing frevo, and afterwards?
9. What types of dance do you like most? Why?
10. Which passista is your favourite? Why?
11. Do you compare yourself to other passistas or dancers from your school, dance group, or even 
from other places? If so, how do you draw comparisons?
12. Do you consider yourself an amateur or professional passista?
13. What do your family think about you being a passista or dancer? What do they think about your 
dancing?
14. What do your friends think about you being a passista?
It is noteworthy that when I retumed to England from Brazil, in the first week of April 2000,1 had in 
my possession only 22 answered questionnaires; so 1 arranged with the teacher Gil Silva to remind 
students to retum their questionnaires and also asked him to post any remaining questionnaires to my
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address in England. I would therefore like to express my heartfelt thanks to Gil for his invaluable 
help in sending me another eight completed questionnaires later.
 ^In this respect, Karen Bond and Susan Stinson wrote: “We recognized the impossibility of replicating 
our own research around the world. We thus invited contributions from others who had original 
material from young people describing the nature and/or meaning of their dance experiences” 
(2000/01:54).
 ^Andréa Silva was the only interviewee who did not mention the names of her frevo teachers.
 ^Tape-recorded interview with Inès Maria da Silva, held at the Escola Municipal de Frevo, 1 February
1998.
 ^ Tape recorded interview with Gil Silva, held at the Escola Municipal Maestro Fernando Borges, 
Recife, PE, Brazil, 28 February 2000.
* Tape recorded interview with Gil Silva, held at the Escola Municipal Maestro Fernando Borges, 
Recife, PE, Brazil, 28 February 2000.
 ^ Tape recorded interview with Valdemiro Ferreira da Silva Neto, held at the Praça da Jaqueira, 
Recife, PE, Brazil, 16 February 2000.
“I was informed by the passistas Ramos and Carlos about this school, and I liked it” -  says Johnny 
da Silva (nineteen years). Karla de Albuquerque explained that she started to attend classes at the 
municipal frevo school on the suggestion of her mother, who already practised frevo there in the 
evenings. Pensilvânia Cavalcanti (fourteen years) first went there through an invitation made by 
Natalia and Milena, the daughters of Gecelande Lopes. After having said “it was the only school that 
interested me”, Ivanise de Andrade (thirteen years) explained: “my cousin already danced here.” 
Maranique Silva (thirteen years) recalls that she was passing by with her mother when she saw the 
school and her mother decided to register her there. However, one of the main reasons why she 
persevered and continued training frevo dancing for four consecutive years was because -  as she 
said: “I loved that school, the teachers and everybody.”
Fabiana Almeida (fifteen years) and José Ramos (twenty years) justified his preference for the 
school by stressing not only that it was the only school near his house, but also that the only one free 
of charge. Similarly, Andréa Silva (twenty years), having emphasised that she “loves the art of frevo” 
and that she went to that particular school “to improve and leam what she still did not know”, adds 
that “this is a school that offers leaming for free” -  one of the main two reasons for her choice. 
Cintia Souza answered: “Because frevo is something very good that I like”; Wellington da Silva 
(twenty one years) replied: “Because I wanted to practise frevo”; and Elisângela Barros (twenty 
seven years) stated: “\^ e n  I started to dance frevo I fell in love with the dancing and its songs, and 
did not want to stop.”
Elizângela da Silva (fourteen years), who justified her choice of the school saying: “I saw their work 
on television and enjoyed it.” Likewise, Tamyres de Azevedo (nine years) said that it was her father 
who first saw the school one day when he was passing by and asked her if she wanted to leam frevo 
there -  because she had already seen the school dance group performing frevo on television and 
thought “it was beautiful,” she promptly agreed.
In spite of admitting that she “loves dancing frevo,” Natâlia Lopes (Nascimento’s step daughter) 
emphasised that she has practised frevo since she was a child mainly because of her father and 
mother. For Natâlia, to dance frevo was not her choice, but her destiny which led her to practise 
frevo wherever she has practised it.
Throughout the duration of his Agronomy course, Gil explained his busy schedule as follows: from 7 
to 12 in the momings he studied at the university. In the early aftemoons, he had to msh to the Rural 
University, usually without having time for a proper meal, to attend practical lessons there until 5:30. 
In the evenings, Monday to Fridays from 6:30 to 10 o’clock, after a busy day, Gil taught frevo at the 
municipal frevo school. Gil recollected that sometimes he did not have the money to pay the bus 
ticket so he had go by bike to arrive at the frevo school in time. He also emphasises the fact that he
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received his scientific initiation scholarship [Bolsa de Iniciaçâo Cientificd\ from the central 
government, which helped him to finish his academic studies, “I would not have finished otherwise” 
-  he concludes. [Tape recorded interview with Gil Silva, held at the Escola Municipal Maestro 
Fernando Borges, Recife, PE, Brazil, 28 February 2001].
In her essay “Counting words as a supplement to traditional methods of textual analysis of dance 
philosophy”. Judith B. Alter clarifies Laban’s and Martin’s point of view regarding the meaning of 
dance movement, by counting key words and the words which modify these words, in two selected 
texts by each of these authors.
It should be noted that dances such as samba (and samba de gafieira in particular), forro, as well as 
tango belong to the dance category ‘ballroom dance’ -  as the umbrella term is used in Northeast 
Brazil. But these dances were counted just once, as they were mentioned. There were interviewees 
who indicated some well known music categories -  such as: pop (2) international music (1), brega 
(1), baiao (1), xote (1). Their answers show that they like to dance to the sound of these types of 
music, because, as far as I am concerned, there is no specific accompanying dance (i.e. a dance 
which possesses defined types of movement vocabulary) for these musical categories.
Tape recorded interview with Gil Silva, held at the Escola Municipal de Frevo, Recife, PE, Brazil, 
28 February 2000.
Tape recorded in-depth interview with Valdemiro Ferreira da Silva Neto, held at the Praça da 
Jaqueira, Recife, PE, Brazil, 16 February 2000.
Tape-recorded in-depth interview with José Ramos da Silva, held at the Praça da Jaqueira, Recife, 15 
February 2000.
Tape recorded in-depth interview with Valdemiro Ferreira da Silva Neto, held at the Praça da 
Jaqueira, Recife, PE, Brazil, 16 Februaiy 2000.
Tape recorded in-depth interview with Valdemiro Ferreira da Silva Neto, held at the Praça da 
Jaqueira, Recife, PE, Brazil, 16 February 2000.
Tape recorded interview with Gil Silva, held at the Escola Municipal de Frevo, Recife, PE, Brazil, 
28 February 2000.
Kealiinohomoku explains that “evaluations imply more than the exercise of critical judgement; they 
also imply aesthetic response by the exercise of informed appreciation of non-instrumental features, 
for pleasure and satisfaction” (1976:130).
It is noteworthy that Thomas (1993) stated analogous ideas after processing/interpreting the London 
dancers’ responses to similar questions, (p.79).
ACT V -  Teaching/learning how to dance frevo
' In-depth interview with Francisco do Nascimento Filho, recorded at a bar in front of the Escola 
Municipal de Frevo, Encruzilhada, 7 January 1998.
 ^Over the last few decades in Brazil, a number of economic/governmental plans have been launched 
one after the other — such as the ‘Plano Collor’, the ‘Plano Cruzado’, and so forth — by newly elected 
Presidents of the Republic, soon after they start their mandates.
 ^There is no such thing as a male or female steps in frevo. Any frevo step may be practised by any 
dancer.
 ^For English translation of frevo steps, see Appendix II Lexicon of passo moves.
 ^Interview with José Ramos recorded at Praça da Jaqueira, 5 February 2000.
Notes
 ^I probably was the only person who sometimes used to either lie flat on the floor, or do some gentle 
stretching before the class starts -  whenever I was feeling tense and tired and, of course, had the time 
to do that. This is an old habit that I acquired from my previous training in ballet, modem and 
contemporary dance, and neither students nor teachers made any comments, at least to me, about my 
behaviour.
’ See note number 18, ACT III -  Introducing the main character.
* My opinion should not be interpreted as a criticism of other frevo teaching methods. I believe that 
every time an accomplished passista becomes a frevo teacher s/he will naturally introduce into his or 
her teaching method other dance steps, and methods which are in accordance with his/her dance 
experience, and which for that reason are relevant to him/her. The point I am trying to make is 
simply the extent to which novelty has been organically incorporated within the frevo dance style.
 ^Interview with José Ramos tape-recorded at Praça da Jaqueira, 15 February 2000.
It is significant to note that the information that follows was given to me, without my having to 
question the interviewee. In reality, I had thought we had finished our interview with a demonstration 
of frevo steps -  video recorded at the Centro de Convençôes, where Peu was teaching his passo 
course Jovens Solistas [Young Soloists] on 5 Febmary1996 -  so, I had switched off the video­
camera, when unexpectedly Peu came to me and said that he had forgotten to mention an important 
point.
" In mid-1999 Silvana Patricia Torres Henry took up the post of director at the Escola Municipal de 
Frevo.
As the municipal frevo school offers two frevo classes each shift: moming, aftemoon and evening, 
Ramos believes it is possible to find a solution to this problem. One possibility would be to offer a 
special time in the moming for the children, a special time for the teenagers in the aftemoon, and one 
in the evenings for the adults, who usually work during the day. He said that he was going to speak 
with the director about this possibility in the near future. [Interview with José Ramos tape recorded at 
Praça da Jaqueira, 15 Febmary 2000].
Among the 30 interviewees, seventeen denied that they drew comparisons, and eleven admitted they 
compared themselves with other passistas, and one answer was unclear. Those who deny they draw 
comparisons are:
1. “No. I leam from others only tiie movements, but the jeitinho [charm] comes from within”
[Andréa Silva].
2. “No, because each passista has his or her own style”[Maria da Silveira].
3. “No, because each passista dances in his or her own manner, and has a particular way to please the
audience” [Ana Clâudia da Silva].
4. “I am a dancer and make no comparison with other dancers”[Wellington da Silva].
5. Valdemiro Neto: “No. I don't compare myself with anyone else”.
6. Ramos: “No, because I am not better than anyone else”.
7. “No, but I try to leam from those who demonstrate the best work dancing” [Lucilane Diniz].
8. “No, because my way of dancing differs from that of the other people”[Cintia Souza].
9. “I don't compare myself with any dancer, because I am not better than them, nor are they better
than me” [Maranique Silva].
10. “I do not compare myself with anyone else”[Flaira Ferro].
11. “No, I don’t. But I know they love my smile” [Erika Silva].
12. “No, I don’t”[Tamyres de Azevedo].
13. “No, because I have my own characteristic way of dancing, which is a bit mad” [Glauce Lopes].
14. “No, I don’t”[Natâlia Lopes].
15. “No, I don’t”[Rafaela da Silva]
16. “No, I don’t”[Leandra da Silva].
17. “I am incomparable” [Fabiana de Almeida].
Those who admit they draw comparisons:
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1. Gil Silva says: “I try to see the best qualities that he has, then I try to do it, and to create my own
style of dancing.”
2. “I compare myself with the teacher Gil, in the way that 1 move my shoulders and arms and his
initial speed” [Eduardo Araujo].
3. Yes, 1 compare myself with other dancers because I think we are all equals” [Elisângela Barros]
4. “Yes, a little bit with each passista of the Escola de Frevo, such as: Otâvio, Jaflis, Ramos, Carlos,
Gil, in the way we perform. The most important thing that they have taught me is to concentrate 
on what I am doing, and forget about everything and anyone else around me; and never to plan 
the sequences of steps but to let them flow” [Johnny da Silva].
5. “Everyone is equal to someone else”[Mârcio do Nascimento].
6. “Yes, I feel I am equal to the others” [Ivanise Gomes de Andrade].
7. “Yes, the way we dance, use the steps, use the arms, and so forth”[Karla de Albuquerque].
8. “Yes, more or less” [Natâlia da Silva].
9. “Yes, I tiy to perfect my technique with the more experienced ones”[Wilson de Souza].
10. “The comparisons, I make are with the teachers, as 1 want to be able to dance like them” 
[Luciano Carvalho].
11. “Yes, because they [passistas] like frevo, and make our dance and culture develop a bit more 
each time”[01fvia do Nascimento].
ACT VI -  Presenting frevo dancing
' The close interrelationships between ballet technique and the proscenium theatres is a well known 
fact, and has been acknowledged by many writers and dance critics. Lincoln Kirsten explains that: 
“The root of ballet-training in the five academic foot-positions established some three centuries ago 
is not arbitrary. These determine the greatest frontal legibility and launch of the upper body as 
silhouette framed in a proscenium. Ballet-repertoiy was calculated for opera-houses witii orchestra- 
pits, and balconies rendering the stage-floor with a virtual backdrop for half the public” (Cited in 
Copland and Cohen 1983:240). Similarly, Adrian Stokes maintains that “turning out is the essence of 
ballet”, and that “ballet is the most externalized form of dance, an embodiment of the ideals of the 
European theatre”(Cited in Copland and Cohen 1983:244). The British art critic explains the 
aesthetic significance of the ballet en dehors, or the openness of the dance, in the following terms: 
“Turning out means that the dancer shows as much of himself as possible to the spectator. When he 
stands in the first position facing the front, we see his feet and his legs in profile. The ballet dancer is, 
as it were, extended. We realize it best in the adagio, a supreme test for the ballerina. When, facing 
us, she bends forward over her front leg in an arabesque, the foot of the raised rear leg is turned out 
and tilted upward. A downward pointing foot would not only make an ugly line but would spoil the 
effect of openness, of disclosure and of that suspension slightly above the ground by which objects 
are best defined” (ibid. p.245).
' For many decades, until the 1990s, it was generally accepted that the journalist Osvaldo Almeida was 
the inventor of the term frevo -  an assumption that Almeida himself reinforced in an interview 
published in the Diario de Pernambuco, 23 November 1944. However, in his article “O aparecimento 
da palavra frevo” [The appearance of the word frevo], the carnival scholar and foliâo Evandro 
Rabello has demonstrated that this was not the case. Rabello argues that before the word frevo had 
been published by Almeida in the Jornal Pequeno in 1908, it had already been used as the title of a 
song which had been part of the repertoire of the carnival club Empalhadores do Feitosa the previous 
year (1997:97). He also quotes a journalist, whose pseudonym was Jota, in order to suggest that it is 
more likely that frevo is the “spurious son of some plebeian lips”(1997:97). Rabelo’s article was first 
published in the newspaper Diario de Pernambuco, 11 February 1990; and re-published in 1997, in 
the Revista de Histôria Municipal, No.7, pp 93-99.
Among the authors who agree with this idea are: Cascudo( 1993:346-347), Oliveira (1985:12-13), 
Real (1990:12), Limeira (1977:15), Silva (1991:193), Duarte (1968:50).
Lenha no Fogo [Firewood on the fire] is, for example, the title of a frevo song composed by Alceu 
Valença.
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 ^Another word related to frevo is fervor -  fervour in English -  which, according to Collins Cobuild’s 
English Language Dictionary (1993), means “the very strong feeling for, or belief in someone, or 
something.”
 ^ Duarte states that it was precisely “with the foundation of the Federaçâo Carnavalesca 
Pernambucana in 1936” that “the carnival in Pernambuco was pacified and frevo, from that time 
onwards, lost its bloody character”(1968;53). He also says that in colloquial Portuguese people used 
to say; “Man, there was a frevo in the Rua Nova yesterday,” meaning that there had been a fight or a 
quarrel. (1968:51)
’ The hypothesis raised by Ruy Pereira that the word frevo could have originated from Freiria, a word 
synonymous with brotherhoods and societies, has never had followers (cited in Rabello 1997:98). In 
my opinion, this path of investigation, which tries to find some sort of religious origin for frevo, is 
utterly misleading and sterile.
® Whilst discussing the lack of religiosity in frevo dancing Oliveira writes: “In passo, there is nothing 
that reminds you of the mystical trance of the blacks to their gods, nor the vassalage to the divinities 
of maracatu; nor the caboclinhos’ invocations of their tupas. Nothing that reveals belief, faith, 
obedience, fear. No vestige of legend, myth, superstition... I do not discover spiritual ascension, 
integration in the ideal or in the absolute. But simply fatigue, a state of physical repletion, of difficult 
orgasm” (1985:122,123).
 ^Valdemar de Oliveira explains that a frevo-de-rua can be written on a single page. He also says that it 
has a moderate speed, tending to allegro, and is divided into two parts, normally with sixteen bars 
each, rarely reaching twenty four (1985:49).
The independent character of passistas can be illustrated with the following occurrence related by 
Nascimento in our tape-recorded interview held at Rua Joaquim Xavier de Andrade, 104, Casa Forte, 
on 19 January 2000. One of his students was going to dance in the Joaquim Nabuco theatre, Derby, 
and Nascimento went there to watch her presentation. Before the dance started, Nascimento was 
asked by a gentleman to tell the girl that she should perform in accordance with his dance method. In 
this respect, Nascimento commented to me: “this is very confusing, Goretti. [Because] the passista, 
when the frevo starts playing and that s/he starts dancing, s/he is all herself or himself. I don’t think 
s/he remember anybody -  nor that s/he has a master. It is incredible, you know.
MG: Do you think this is good, or did you feel hurt?
NP: No, it is good, because I was exactly like that [laughter]. I was also like that.
" According to Laban’s theory of Effort, the two contrasting ways in which Time can be approached 
are sudden (or quick), and sustained. The sustained approach “consists of slow speed and of a 
movement sensation of a long span of time, or a feel of endlessness”(Laban 1992:73).
Laban explains that the motion factor Flow plays an important part in all movement expression as, 
through its inward and outward streaming, it establishes relationship and communication. In other 
words, “movements of a character who is outgoing and mobile in body and mind can become even 
more expressive if any vestiges of bound flow are avoided” (1992:172). He also points out that Free­
flow should not be confused with the natural flux that is observable in any movement, nor with the 
movement sensation of merely going on.
Cecily Dell explains the ideas of free-flow and bound-flow as follows: “As you watch a person 
moving, you may notice that he either holds back, restricts, binds the flow of his movement, or that 
he goes with the flow, his body moving freely and easily with the motion. The “going with” the flow 
of movement we call free: the restriction of the flow we call bound”(1977:14).
According to Laban’s opinion, “it can be said of a rhythm that it has a good or a poor flow, which 
means that the interruptions between its beats are smoothed out or controlled to a greater or lesser 
degree” (1992:172). Using similar approach to frevo, it can be said that it has a “good flow”.
The crossing and leaping walk, which characterise passeando na pracinha, can also be performed 
with a wider length and in a slower speed. This may sometimes happen in teaching-leammg 
situations or when the step is performed to the sound of a frevo-de-bloco.
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The two contrasting usages of Space, in Effort analysis, are direct and flexible. By way of contrast, 
the direct usage of Space “consists of a straight line in direction and of a movement sensation of 
threadlike extent in space, or a feel of narrowness”(1993:73).
Cecily Dell explains that the indirect and direct qualities of the mover’s attitude towards the space 
factor, may also be associated with the mover’s foci of attention: “Movement in which spatial 
attention consists of overlapping shifts in the body among a number of foci, we call indirect. 
Movements in which spatial attention in the body is pinpointed, channelled, single focused, we call 
direct” (1977:29). The author illustrates these contrasting uses of space with the following practical 
example: “To get through a crowd of people, you might have to ease your way through by 
distributing yourself into many small available openings at once, using indirectness, or you may see a 
narrow lane where you can dash through quickly if you channel yourself with directness”(1977:30).
It is worth noting that the nineteenth-century ballets also combine the modes of imitation and 
reflection -  according to Foster’s observation (1986:68).
I know fi-om own experience that this is the case. Nevertheless, in order to have more weighty 
evidence, in our tape-recorded interview held at Rua Joaquim Xavier de Andrade, on 19 January 
2000,1 asked Nascimento:
MG: There is a detail that I would like to know: are the names of the steps normally given after the 
steps have already been created, or is it the other way round: the step is created fi-om an idea or 
image.
NP: When you ask me if we idealise the name and the step comes later, or if the step happens and the 
name happens later, I have the satisfaction to tell you that it is much more natural and simpler 
than the way you put it. It is like this:
The class is going on. Then, all of a sudden, someone does a movement that nobody was 
accustomed to seeing. Then, s/he is stopped and, if possible, seized in the position that s/he was. 
People actually attack him or her. It is a mad thing that only those who are present at the moment 
can understand the madness that we feel when a new step is discovered.
At that moment, the dance, the sound, everything is stopped, and s/he is asked to repeat what 
s/he has just done. But, it is a shame that the answer is normally: which movement? Because the 
movement is already gone, and it is difficult to repeat. ... you are being asked to do again 
something that not even you know what you have just done...when s/he is a more mature and 
experienced passista, s/he will try to recall what s/he has just done, but in general these moves 
can seldom be repeated in the same way that we saw him or her performing them.
Then, what happens? In the search to discover and to give a name to the movement that the 
dance colleague did, but that s/he does not know any more, a series of personal interferences 
happen: other teachers and people present start trying to help, by saying: your arm was lifted and 
your leg stretched, and so forth..
MG: What about the steps created more recently, such as metro subterrâneo, metrô de superficie, for 
example, and so many others, were those names given after the steps had already been in use?
NP: Yes, exactly.
Laban explains that “in pure dance the inner drive to move creates its own patterns of style, and of 
striving after intangible and mostly indescribable values”(1992:4).
At present, one can find the word style being applied in relation to ‘home’, ‘ornament’, architecture , 
‘design’, ‘music’, ‘painting’, ‘speech’, ‘literature’, ‘research’, ‘administration’, ‘food’, ‘wars’ and so 
forth.
Just to cite a few examples: Armelagos & Sundge advocate that style is the most important concept 
we can use to understand dance”( 1981:86). Pauline Hodgens also asserts that genres and styles 
provide traditions and conventions in relation to which, and through which, dances can be created, 
performed and appreciated ”( 1988: 75). Leonard Meyer, for instance, maintains that a sense of style 
is the foundation upon which the understanding, appreciation, and evaluation of works of art must
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rest” (1987:71). Judith Genova writes: “undoubtedly, style has been an indispensable tool for 
isolating and identifying the work of an artist, period, or culture”(1979:316).
Moore and Yamamoto explain: “Movement is a dynamic, fluid process involving simultaneous 
changes in spatial positioning, body activation, and energy use. Any attempt to capture this process 
must therefore include description of each of these aspects. Moreover, how basic space, body, and 
effort elements are combined and sequenced must be taken into account” (1996:186).
In the International Encyclopedida o f the Social Sciences, style is defined as “any distinctive and 
therefore recognizable way in which an act is performed or an artifact made or ought to be performed 
and made” (Sill (ed.) 1979, Vol. 15, pp 52-61). Similarly, Kendall L. Walton affirms that “attributing 
a style to a work involves, somehow, the idea of the manner in which it was made, the act of creating 
it” (In Lang 1987:73).
It seems that the stylistic variations which currently exist in frevo dancing are not as contradictory or 
even conflicting as in the case of Modem dance, for instance. In her book The Modem Dance -  
Seven States and Belief, Selma Jeanne Cohen interviews modem dancers and choreographers of 
distinct generations -  notably José Limôn, Anna Sokolow, Erick Hawkins, Donald McKayle, Alwin 
Nikolais, Pauline Koner, Paul Taylor -  in order to investigate whether or not their varied types of 
dance practices, should or could be brought together under the single name of Modem, The author 
points out that in its early times modem dance might be regarded as a homogeneous identity -  or at 
least its exponents shared many principles and beliefs. Today however, the ranks are not only 
diversified, but divided within themselves. Nevertheless, the author believes that “by recalling what 
the modem dance had been when it started and by tracing it through its various evolutions, we may 
get a perspective on what it is today. If not a complete definition, at least a perspective... ”(1967:4).
The notion of “style as a distancing concept”, as suggested by Kaeppler, is helpful in this respect 
because it may operate in relation to both time and space. In other words, by seeing style as a 
distancing concept, one can contrast and differentiate, both synchronically and diachronically, one 
type of performance from another and the performers of one group from another. It can also 
differentiate the most minutely small differences characteristic of individuals, schools, or subgroups 
of a given area (Kaeppler, 1998:54).
The most suitable tennis shoes for frevo dance and the favourite of many passistas is the Bamba 
Maioral. Unfortunately it is rarely available in local shops, which nowadays sell almost exclusively 
the multinational tennis shoe brands.
Valdemar de Oliveira recalls the widespread habit among capoeiristas of carrying clubs or some 
stick in their hands, and points out: “the passista, direct descendant of capoeirista, would not forget 
the need of carrying some object similar to the ones used by his master. Acting individually, he took 
the umbrella which was forgotten in a comer of the house, considering the possibility of using it, as a 
powerful weapon, in the event of an emergency”(1985:116,117).
The four most popular hypotheses which might justify the presence of the umbrella in frevo dancing 
were analysed and dismissed by Ruy Duarte as follows: 1) equilibrium: frevo dancers do not need an 
object to help their balance, as circus acrobats need when walking on a tightrope 2) protection 
against the sun: the earliest frevo umbrellas were tom to shreds, so could never be used for 
protection against the weather; 3) heritage of the maracatu umbrella: the maracatu umbrellas are as 
big as beach umbrellas, so if the frevo umbrella were an inheritance of the maracam umbrellas it 
would substitute the estandartes [flags] always present in the frevo-clubs 4) a useful object for 
carrying thepassista*s snack: foliôes do not even remember to eat during camival, and it is even less 
probable that they would be bothered to carry snacks from home, hanging in an umbrella. (Duarte 
1968:36,37,38). In conclusion, Duarte sees passistas as a kind of ‘individual’ warriors or ‘snipers 
who began to use the umbrella, with a similar secret purpose as that of the participants of frevo clubs 
who, in his opinion, also paraded along the streets carrying ‘weapons’ disguised in the form of 
symbols of their clubs.
^ For terminological clarifications of the difference in meaning between ‘dynamics’ and ‘effort’ m 
dance, see Preston-Dunlop (1979).
Notes 437
In her article “Energy Use: An Important Stylistic Element in Dance”, Van Zile (1977) not only 
stresses the importance of analysing the manner in which energy is used in order to distinguish dance 
forms, but she also explores some possibilities in relating energy use to the functions dance serves. 
The author believes “it is possible to determine an energy use profile for any individual”, and she 
also suspects that “it is possible to do likewise for a culture as a whole” (p 93). It seems to me that 
Van Zile’s understanding of ‘energy use’ is exclusively related to the effort factor ‘weight’, in 
Laban’s effort terminology. She does not take into account any of the other three effort factors of 
time, flow and space.
Lawson states that the demi-plié is “the most valuable of all preparatory movements”, as “it is neither 
too much nor too little for practically all the major movements in the vocabulary of dance”. The 
author also explains: “a little extra pressure downwards from the half-bent knee is sufficient to send 
the dancer upwards in some jump. A little less pressure is sufficient impetus for quick rises to the 
toes or for movements not requiring sustained effort”(l 960:55). Moreover, “the toe, the extreme part 
of the leg and the first to retum to the floor after a step, will not leave the floor with sufficient 
impetus for any battement, rise, relevé or jump if the whole foot, particularly the heel, has not been 
pressed into the floor at the beginning of the movement and then at its end. It is the weight of the 
body pressing down through the bones of the leg on to the foot (or feet) that causes the muscles 
under the instep instantaneously to expand and contract. This action and reaction propels the whole 
body into the air and holds it fiimly when it retums to the floor” (1979:29)
Adage is the French term for the Italian adagio. Adage or adagio is “the generic term for a series of 
exercises involving the movements performed to a slow musical tempo..., utilising développés, in all 
positions, line poses such as arabesques and attitudes, graceful movements and controlled pirouettes. 
These exercises always form part of “the class” and are designed to develop strength, balance, grace, 
and elegance of line in both the male and female dancer” (Mara, 1966:1).
In this respect Felipe de Oliveira says: “Originally, women did not dance passo, as frevo 
choreography is called. It was a masculine dance and, according to historians, demonstrative of 
manliness. With the appearance of the Blocos in early-mid 1900s, young ladies began to be admitted, 
albeit timidly. Today, if there was a survey to count them, it would be possible to verify that they are 
the majority (1997:56).
The case of capoeira is similar to frevo, in this respect. Throughout the slavery period in Brazil up to 
a few decades ago, capoeira was almost exclusively performed by men. Nowadays, the presence of 
women has become remarkable, but the qualities of dynamic energy of capoeira movements continue 
to be predominantly yang or masculine.
The rate or speed at which movements follow one another is measured by Laban in relation to our 
ordinary walMng pace regarded as the medium speed. He says: “we can give each step a time unit 
which may correspond to each beat of our pulse. A step taking several pulse beats is felt as being 
slow — and several steps taking only one pulse beat are quick”(1992:39). And the tempo related to 
movement sequences was classified by Laban into three categories: presto (quick), moderato 
(normal), and lento (slow).
Regarding the differences between frevo de bloco and frevo-de-rua, Valdemar de Oliveira remarks:
“I don’t know of any two kinds of popular music more different from each other, except for the 
binary” (1985:36).
”  In Oliveira’s words, “frevo-de-bloco invites us to sing, to enter into the choir, to whistle the catchy 
refrain in a low voice, to do the cobra [snake] in the ballroom with arms in the air. Frevo-de-rua 
doesn't invite, drag one along. Its rhythmic effervescence has something magnetic, which is difficult 
to resist”( 1985:37).
38 The phrase rhythm, involves the breathing-singing-speaking apparatus, the partly unconscious 
rhythm involves the heart beat, peristalsis, contraction and relaxation of muscles, waves of sensation 
through the nerve ends; the motor rhythm are the propelling mechanisms of the feet and legs, the 
emotional rhythm are the surges and ebbs of feelings that also have accents and rhythm patterns 
(Humphrey 1987:105).
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Humphrey explains; “think what the world would be if it were inhabited by superfishes instead of 
supermonkeys. Accent would be absent or meaningless. Rhythm would have no beat because the fish 
has none; the fins are in a legato rhythm. All its movements, no matter how quick, are not really 
sharp in the sense of a footstep, but sinuous and smooth”( 1987:105,106).
Foster explains that not all types of dance have a lexicon of moves fi-om which the vocabulary of the 
dance is drawn. This is particularly the case with the major modem dance traditions, such as those of 
Ducan, Graham, Humphrey, and Wigman, who have developed certain principles for generating the 
steps of their dances. She also points out, by way of contrast, that the existence of ballet and many 
types of folk dance “depends on a well-defined catalogue of all permissible movement” (Foster, 
1986:90).
Some examples of dictionaries of the ballet lexicon are: Ambrose (1966); Grant (1967); Koegler 
(1977). Gail Grant’s Technical Manual and Dictionary of Classical Ballet is also supplemented by 
Allan Miles’ The Gail Grant Dictionary of Classical Ballet in Labanotation 1976.
In-depth interview with Francisco do Nascimento Filho, recorded at Rua Lopes de Carvalho 72/1202 
Madalena, 28 Febmary 1996.
In-depth interview with Francisco do Nascimento Filho, recorded at a little bar near the Escola 
Municipal de Frevo, Encruzilhada, Recife, 7 January 1998.
It should be noted that Oliveira’s Frevo, Capoeira e Passo is an expanded version of his research 
originally written in 1945, and motivated by a request made by musicologist Curt Lange. In the 
epilogue of his book, Oliveira also explains that he has not made any substantial change to the 
original research.
Video Tape, 1995, FREVO, Projeto Experimental em Jornalismo, Script and Direction: Cristiane 
Galdino, Supervisor: Marinita Neves, Narrator: Clâudio Ferrârio, Crew: TV VIVA, Camera - Edinho 
Moraes, Chico Torres Editor - Gilson Martins.
Interview with José Ramos da Silva recorded at Praça da Jaqueira, Recife, 15 Febmary 2000.
In Foster’s opinion “recurrence is one of the most common and readily apparent stmcturing devices 
lending both coherence and complexity to the dance”( 1986:93). The author further explains that “the 
principal of mimesis also functions whenever the choreography reproduces the stmcture of the music 
or even the narrative stmcture described in the program notes”(ibid.93).
The third syntactic principle of parataxis, according to Foster’s definition,“includes diverse 
procedures for sequencing movement that range fi-om aleatory techniques to variations on spatial or 
temporal properties of movement. These procedures have in common a formulaic approach to the 
organization of movement. Like the principle of mimesis, parataxis involves easily identifiable 
properties of movement -  its shape, its use of body parts, its rhythm -  rather than the less tangible 
feelings or images associated with it”(1986:94-5).
Dance improvisation is a specific dance genre that brings together many different movement 
techniques in achieving the foremost purpose of promoting the development of improvisational 
skills. In order to avoid confusion throughout this thesis, I will use the expression improvisation in 
dance when referring to other dance contexts, or simply passo improvisation for the specific case of 
fi-evo dancing.
Choice is one of the three key words -  together with constraints and patterning -  in Meyer’s 
definition of style', which, in his words, is “a replication of patterning, whether in h u m a n  behavior or 
in the artefacts produced by human behavior, that results fi-om a series of choices made within some 
set of constraints” (1987:21).
According to Leonard Meyer: “Deliberate, conscious choice takes place, first, when we are acquinng 
some skill: leaming to talk, play the violin, or drive a car. Then particularly if we are leaming the 
skill at an advanced age) we are aware of our own behavior -  of the act of choosing. Once such skills 
become ingrained as habits of mental/motor behavior, choice becomes conscious only when the
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situation seems problematic in some way” (1987: 23-24). Meyer points out that culture has taught us 
to believe that the greater part of our behaviour is a result of conscious choices. It is for this reason, 
he ponders, that it would surely seem peculiar to advocate that speaking, playing the violin, or 
driving a car could be regarded as unintentional or involuntaiy acts. However, after emphasising the 
astonishing ease and speed with which Mozart composed and wrote the musical score for the 
overture to Don Giovanni — a task that was accomplished in less than twenty-four hours, Meyer 
points out that “only a small portion of his [Mozart’s] choices could have involved a deliberate 
decision among possible alternatives” (1987:24).
Sophie Lycouris draws attention to the fact that, in the avant-garde art of the 1960s, improvisation 
was “a manifestation of the period’s urge for freedom and at the same time a position against the 
socio-political status quo and an artistic programme for exploring the possibilities of the ‘new art’” 
(1996:37 emphasis added).
This belief is shared by Sophie Lycouris (1996), who explores the contextual character of ‘instant 
composition’ based on the assumption that “there are no totally open cultural manifestations” -  as 
stated in the Abstract of her PhD thesis.
The Grand Union dance company, fi-om 1970 to 1976, considered their performances to be a ‘total 
improvisation’ -  a statement that has been questioned by Lycouris (1996).
Extract fi-om Lecture entitled O Frevo e o Passo, held at the Academia Pernambucana de Letras, 12 
February 1996. This lecture was tape-recorded, with Reinaldo de Oliveira’s permission, and is now 
part of my private archive.
Cachaga is a type of cognac made fi-om sugar cane, and with a high level of alcohol. It is translated 
as “fire-water”, in the Globalink Power Translator for Windows 95/NT. And fi-evo rasgado literally 
means a tom fi-evo. That is, a veiy hot and arousing fi-evo song.
To be with the “diabo no couro” literally means to be with the “devil under one’s skin”. The 
expression is normally used to refer to a person who is restless, or doing something obsessively, and 
energetically, which can be good or bad.
Burke (1978:21) summed up in three words: primitivism, communalism and purism, the three main 
misleading assumptions about popular culture that were made by Herder, the Brothers Grimm and 
their followers.
The number of scholars from different nationalities and generations, who have created idealistic 
definitions about what should be regarded as folk dance, is countless. Just to cite a few examples. 
Folk dance(s) ...
“Is a dance developed spontaneously and naturally, which is handed down the generations as a 
tradition in a fixed basic pattern” (Dean, undated: 77).
“May be defined as the traditional dances of a given country which have evolved naturally and 
spontaneously in conjunction with every-day activities and experiences of the people who developed 
them” (Duggan 1948:17, In Kurath 1960:235).
“Is a “dance created by a people without the influence of any one choreographer but built up to 
express the characteristic feelings of a people, according to the peculiarities of a racial temperament” 
(Chujoy and Manchester (eds.) 1949:370)
“Are created spontaneously by a people to express the characteristics of their temperament and 
environment” (Clarke and Vaughan 1977: 144)
In-depth interview with Francisco do Nascimento Filho, recorded at a bar right in front of the Escola 
Municipal de Frevo, Encruzilhada, Recife, 7 January 1998.
According to Kaeppler’s opinion, there is no generation of new movement units in Polynesian 
“spontaneous choregraphy ”. After examining the cultural implications of improvisation in distinct 
dances from Hawaii and Tonga, the author came to the conclusion that: Dance improvisation 
consists of the spontaneous ordering of culturally acceptable or grammatical movement units or 
motifs, rather than the generation o f new movements units', that is, the spontaneous choreography 
of culturally acceptable pieces of dance for specific genres.”(1987:21 emphasis added).
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It is significant to consider that it is not only in traditional dances that the creation of a repertory of 
movement occurs. It is astounding to verify that even in the context of ‘dance improvisation’ -  in 
which the improviser does not need to leam any kind of movement patterns previous to 
improvisation but, on the contrary, s/he is encouraged to let go of any previously learned and 
codified dance movements in order to explore and create new moves -  dancers are not expected to 
compose entirely new sequences each time they dance. This is explained by Blom and Chaplin as 
follows: “When carefiilly conceived and well guided, an improvisation course builds a repertory of 
movement. There is no need to pretend that an exciting, innovative improvisation has all ‘new 
movements in it, or for that matter, any new movement. What is new is the realization by the dancer. 
Uniqueness is created by the combination of movements, the context, and the consciousness on the 
part of the mover” (1988:19).
The four categories Martin (1980) mentions are: 1) Solo dances, 2) free couple dances “it is the 
constant relation between the man and the woman, which gives the frame of improvisation” (p396); 
3) collective group dances “improvisation has a relatively small role and a lower grade;” 4) regulated 
couple dances “it is not only the partner’s dance which is forming a unity and is determined but also 
the spatial relation and moving of the dancing pairs” (p399).
In-depth interview with Francisco do Nascimento Filho recorded at a bar in front of Escola 
Municipal de Frevo, 7 Januaiy 1998.
In relation to theatre, for instance, Cresswell explains that “before improvising, it is important to 
master the technique used: one must leam something, acquire it and only then can one improvise 
productively (1990:51).
^ Farinha Ruim is the passista’s nickname, which literally means Bad Flour.
The term moganga does not translate straightforwardly into English. In this context, the closest ideas 
might be that of grimaces and pranks.
^ Interview with Gil Silva tape-recorded at Escola Municipal Maestro Fernando Borges 28 Februaiy 
2000.
Interview with Valdemiro Ferreira da Silva Neto tape-recorded at Praça da Jaqueira, Recife, 16 
February 2000.
Interview with Gecelande Monteiro Lopes tape-recorded at Rua Inhamuns, Campo Grande, Recife, 
on 2 February 2000.
Interview with José Ramos da Silva tape-recorded at Praça da Jaqueira, Recife, 15 February 2000.
Interview with Gil Silva tape-recorded at Escola Municipal Maestro Fernando Borges, 28 February 
2000 .
Interview with Valdemiro Ferreira da Silva Neto tape-recorded at Praça da Jaqueira, Recife, 16 
Febmary 2000.
Interview with José Ramos da Silva tape-recorded at Praça da Jaqueira, Recife, 15 February 2000.
Interview with Jaflis at the Escola Municipal de Frevo, video recorded at Escola Municipal de 
Frevo, 10 Januaiy 1998.
My ‘normal’ reaction would have been to tell Jaflis straightaway: look, I think that I’ve made a 
mistake, and did not record your dance; please wait for me to check that. But unfortunately, it was 
only when I arrived home late in the evening that I actually realised that this had regrettably 
occurred. A few days later I met Jaflis by chance in Old Recife, and told him what had happened, and 
he replied kindly as usual: “Don’t worry we can do everything again. But unfortunately we could not 
arrange another time as I was going back to England on the next day.
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Folia Geral was a show conceived and directed by the musician, dancer and actor Antônio Carlos 
Nôbrega, recorded live by the television network Rede Globo and broadcast as a two-part 
programme.
According to Jung, “the introverted attitude is characterized by the subject’s assertion of his 
conscious intentions and aims against the demands of the object, whereas the extroverted attitude is 
characterized by the subject’s subordination to the demands which the object makes upon 
him”(1993:73).
At the beginning of his article “Toward a Theory of Style”, Meyer gives the following clear-cut, 
definition of style: "'Style is a replication of patterning, whether in human behavior or in the artifacts 
produced by human behavior, that results from a series of choices made within some set of 
constraints. As a rule, few of the constraints that limit choice are newly invented or devised by those 
who employ them. Rather they are learned and adopted as part of the historical-cultural 
circumstances of individuals or groups. An individual’s style of speaking or writing, for instance, 
results in large part from lexical, grammatical, and syntactic choices made within the constraints of 
the language and dialect he has learned to use but does not himself create. And so it is in music, 
painting, and other arts. However, since such constraints allow for a variety of realizations, patterns 
need not be alike in all respects in order to be shared replications, but only in those respects that 
define the pattem-relationships in question” (1987:21 emphasis added).
Meyer also refers to four types of constraint in general: Physical (i.e. the universe). Biological, 
Psychological and Cultural. The author explains that the physical and biological worlds do not 
determine human behaviour, but the larger organization of a culture: that is, the style of a culture as a 
whole” (P29); and also points out that “however much political events, social organization, or 
philosophical concepts may affect the constraints of a musical style, they are governed by different 
sets of constraints and are, accordingly, external to the parameter of music” (1987:30). He defines 
Laws as “transcultural constraints”(P35); Rules as “transpersonal, but intracultural constraints” (p 43) 
and Strategies “are composition choices made within the possibility established by the rules of the 
style”(p 51).
This is also true in relation to other artistic worlds as well. Meyer explains that changes in rules occur 
only at the highest level of the history of Western music -  that is designated by epochs, such as: The 
Middle Ages, Renaissance, Age of Modernity. “Within these epochs what changed were strategic 
constraints” (1987:51).
ACT VII -  The grand finale
‘ Kealiinohomoku (1976) uses Dance and Dancers (with the upper case “D”) and dance and ^ c e r s  
(with lower case “d”), to emphasise the distinction between the dance she regards as art and which 
are performed by professionals, fi-om those dances she regards as non-art and which are performed 
by ordinary people.
Laban writes: “In remote epochs of the history of mankind, dance was once considered as a magic art. 
This was because of its inexplicable influence, both bodily and mentally, on adolescent development 
and because of its mysterious effects in healing certain illnesses. Present day educationalists, 
addicted to fashionable intelligence tests, and doctors who believed passionately in drugs, might 
ridicule and despise the magic dances which are still to this day connected with the education and 
medicine of the so-called primitive tribes. And yet the strange power of dance survives all kinds of 
superstitions, no matter whether they are of magic or intellectual origin.
The re-discovery of dance as a means of education and therapeutic treatment in our time originated 
undoubtedly fi-om the aesthetic pleasure experienced by some teachers, doctors and industrial welfare 
workers when watching performances of modem stage dance. They came to us, the modem dancers, 
at first sparsely, one by one, but later in increasing numbers, to ask ‘Could you do this kind of thing 
with our children, our patients, our workmen?’ So we did it, and with quite unexpected results. Not 
only did the children, patients and workmen enjoy themselves, but some of them seemed to be 
changed in an inexplicable manner. The headmistress of a school in which such dancing had been
Notes 442
3
5
6
arranged was surprised that a child, considered to be ‘dull and backward’, suddenly became lively 
and interested even in intellectual studies. His sudden progress in such subjects as reading, writing 
and mathematics, where previously he had appeared hopeless, was astonishing.
Another remarkable fact was the improvement in the community spirit of whole classes. Cliques and 
solitary individuals who had hitherto been competing and quarrelling tiresomely, became friendly 
and sociable.
A further surprising effect was that the health of some of the children improved. Those physically 
weak ones who had always had a horror of gymnastic exercise and with whom tonics and other 
treatments had proven entirely ineffective, became stronger and more vital. Nervous children became 
less frightened, quieter and more opened to advice and correction.
Now, this might seem to be like magic as long as it cannot be explained and it took us a considerable 
time to investigate the rational background of such effects” (1971: 9-10)
The potential rehabilitative and educational power of movement and dance to facilitate the 
development and education of the young has also been discussed by Moore and Yamamoto (1996: 
295,296).
In this respect, Daniel (1995) states that “since the Revolution of 1959, rumba has emerged as a 
symbol of what Cuba stands for among its own people and what Cubans want the world to 
understand when the international conununity envisions Cuban and Cubans” (p7); the author 
emphasises further that “Rumba, which traditionally and visually represented one segment of the 
Cuban population, has been augmented to symbolize the nation as a whole, historically, ethnically, 
and aesthetically”(p9). After having affirmed that identity is what popular culture is all about, 
Savigliano (1995) regards the Argentinean Tango as “the battlefield/dance-floor and weapon/dance- 
step in and by which Argentinean identity is continuously redefined”(p5).
It seems evident to me for instance that Angelo Madureira’s frevo dance style is marked by his ballet 
experience; and also that Inès Silva has re-interpreted and re-adapted aerobic moves into the warm­
up sequences performed by the passistas of Nascimento’s frevo dance group.
In Pernambuco, in the musical arena, for instance, the fusion of rhythms which in the past was present 
in the work of a very few musicians, like Alceu Valença for instance, became one of the most 
widespread tendencies among local bands, and has culminated with the musical movement called 
Mangue Beat -  led by Mestre Ambrôsio, Chico Science and Nagao Zumbi. In this contexts, the 
mixture of regional rhythms -  such as the baiao, the forrô, the caboclinho, maracatu, for instance -  
with those rhythms originally from foreign origins -  such as rock and jazz, for instance -  became a 
desirable skill to be achieved. In short, there is not much space left, if any, for ‘purist’ views in 
Pernambuco at present. In the field of popular dance it is also conspicuous that professional and 
amateur dancers and dance groups are fusing distinct folk-popular dance moves. This can be verified 
not only in many pieces of choreography by professional Brazilian Modem/Contemporary dance 
companies, but also in improvisational dance performances that one can appreciate in dance classes, 
social gatherings, and musical shows.
These are overstatements because, even in those cities which represent the main foci of camival 
revelry, there are sectors of the population that do not identify with the spirit of camival and 
therefore prefer to spend the camival holiday relaxing in the countryside or participating in spiritual 
retreats or in any other entertainment of their preference. Considering the continental size of Brazil, it 
would be necessary to conduct a proper survey to verify the actual existence of camival celebrations 
in “every town” of the country -  particularly in states such as Acre, Roraima, Rondônia, Mato 
Grosso or Rio Grande do Sul for instance.
Regarding the origin of passo, it is generally accepted in Brazil, almost unquestioningly, that frevo 
dance was created by the capoeiristas, at the tum of the twentieth century, when capoeira was strictly 
prohibited by law. Tliis story could be summarised as follows: during camival time, capoeiristas used 
to parade in front of the camival group of their preference, and had the job of protecting the 
musicians in the event that the two largest rival musical bands. Quarto and Espanha, met each other 
on the narrow streets of Recife, and the festive euphoria tumed into a body-to-body fight. As the
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Notes 443
capoeiristas moved forwards, heading and protecting their favourite carnival club, they also tended to 
take the opportunity to show off some capoeira movements with dexterity and fearlessness. This, 
however, was not possible because capoeira was against the law, and if they were seen performing 
any move similar to those of capoeira they might be persecuted and sent to prison. So, capoeiristas 
had to disguise capoeira moves, and by doing so they invented a new dance: passo.
In this respect, it is worth noting that the miscegenation of Brazilians is one topic taught in primary 
and secondary schools. I still remember having to memorise that mameluco or caboclo is the son or 
daughter origmating from the miscegenation of a white father and aborigine mother, or vice versa; 
mulato is the son or daughter originating from the miscegenation of a black father and a white 
mother, or vice-versa; and cafuzo is the son or daughter originating from the miscegenation of a 
black father and an aborigine mother, or vice versa.
It is worth noting that by “one ethnic nation”, Ribeiro does not mean that there is ‘ethnic uniformity’ 
in Brazil. In O Povo Brasileiro, the Brazilian cultural syncretism, national unity, interracial crossing 
are not approached regardless of the disparities, class conflicts and antagonisms which underly the 
uniformity. In this respect, Ribeiro’s interpretation of Brazilian culture and ethos represents an 
advance on the myth of Brazil being a ‘a melting pot of races’ or a ‘racial democracy’, which was 
advocated by Gilberto Freyre in the early 1930s. Throughout his book, Ribeiro demonstrates how 
Brazilian unity was the outcome of a long and violent process of political unification -  initiated with 
the arrival of the European colonisers in early 1500 and not consolidated before the Independence of 
Brazil in 1822 -  which involved bloody wars and a constant and deliberate effort on the part of the 
dominant elite to suppress the divergent ethnic identities.
It is worth noting that poll-takers from IBGE (Brazilian Institute of Geography and Statistics) asked 
Brazilians to identify their skin colour with the question: “What colour are you?”, and the results 
yielded 134 different terms! Just to cite a few: “cashewlike tint”; “off-white”; “sunburned white”; 
“coffee with milk”; “cinnamon”; “dark”; “chocolate brown”; “tint of coffee”; “mid-yellow”. See the 
whole list of these terms and their translations in Levine and Crocitti eds. (1999: 386-390).
“ The reason why American scholars refer to black Brazilians as African-Brazilians is that in the USA, 
the dark-skinned US citizens are regarded, and regard themselves as, ‘Afiican-Americans’ -  even 
though, I venture to sa>v most of them not only have never visited any Afiican country in their lives, 
but have also been culturally embedded in the American way of life for many generations. Curiously, 
the compound term ‘European-American’ is seldom used -  if ever -  to identify the white American 
citizens. So it seems to me that the underlying message implicit in this categorisation of the USA 
population is that the ‘true’ US citzens are only the white portion of the population, of European 
ancestry.
It is significant to consider in this respect that, in Brazil, since the very beginning of the political 
autonomy of Brazil, Brazilian nationality has been given to everyone who is bom in the territory of 
Brazil, even o f foreign parents, provided they are not at the service of their own countries 
(Campanhole, 1976:523-4). In other words, the type of “filiation relationship” [relagao de filiagad\ 
which determines nationality juridically is the jus soli -  i.e. Brazilian nationality is determined 
primarily by the territory in which the group of people live (Ruben, 1984: 62-63). Whereas in the 
United States and Britain, the American and British nationality is defined by the blood ties of the 
community to which the people belong — i.e. a type of filiation relationship calledy«j sanguinis.
The distinct criteria used in the USA and Brazil to define nationality is surely interrelated with the 
remarkable differences between the American and Brazilian folk taxonomies of race. In his article 
entitled “Mixed Blood”, Fish illustrates the contrasting ways in which North Americans and 
Brazilians look at skin colour and race. Based on his daughter’s experiences in Brazil, as well as the 
way she sees herself, the author argues that his daughter regards herself as black because her mother 
is black (although he himself is white). By way of contrast, his daughter’s Brazilian boyfiiend does 
not regard himself as black, although he is darker than his girlfriend. Some of the differences 
between the Brazilian and American folk taxonomies of race are explained succinctly by Fish as 
follows:
“The American system tells you about how people’s parents are classified, but not 
what they look like. The Brazilian system tells you what they look like, but not about 
their parents. When two parents of intermediate appearance have many children in the
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United States, the children are all of one race; in Brazil, they are of many tipos [a kind 
of shorthand for a series of physical features].
Americans believe that race is an immutable biological given, but people (like my 
daughter and her boyfriend) can change their race by getting on a plane and going from 
the United States to Brazil -  just as, if they take an avocado with them, it changes from 
a vegetable into a fruit. In both cases, what changes is not the physical appearance of 
the person or avocado, but the way they are classified” (1999:394).
Informal conversation with Gilson Santana tape recorded at Escola Daruê Malungo, Campina do 
Barreto, Recife, 3 February 1996.
I also asked Jaflis if the emotion he felt on the street during camival was stronger than the one he 
feels when performing in theatres at other times, and he replied: “Each work has its own energy. That 
is the energy of camival. It is the energy that I, Jaflis, feel with the character Gereba, doing that 
work. The energy of the stage is another energy that is also equally fabulous. It is very difficult for us 
to compare these energies. But without any doubt, the number of people, makes a big difference, 
because the people are the ones who make the party. If there are no people in the streets, there is no 
camival, am I not right?” [Interview with Jaflis do Passo recorded at the bar Canto do Mar, Carmo, 
Olinda, on 27 January 1996]
Interview with Valdemiro Neto recorded at Praça da Jaqueira, Recife, 16 Febmary 2000.
The Portuguese word desparecer actually means to disappear, but in this context it might mean to be 
free and relaxed.
17 Interview with José Ramos, tape-recorded at Praça da Jaqueira, Recife, 15 Febmary 2000.
Interview with Inès Maria da Silva tape-recorded at the Escola Municipal de Frevo, Recife, 7 
January 1998.
I once asked Nascimento why he had embraced frevo so passionately when he moved to Recife, and 
not another folk-popular dance, since he already had greater experience with bumba-meu-boi before 
moving to Recife. Wouldn’t it be easier if you had continued with the bumba-meu-boi? I asked him, 
and Nascimento laughed loudly, before admitting that it would probably had been easier if he had 
continued as a bumba-meu-boi performer, but he also explained that:
“When I arrived here in Recife, at that time, frevo was happening. You had frevo everywhere 
throughout the whole year, right? Frevo was a great landmark. The radio stations: Clube, Tamandaré, 
Jornal do Commércio played frevo a lot. We had in Pemambuco the record factory Mocambo, 
located on the Estrada dos Remédias. I used to go there, every camival, on official request and they 
donated a number of records, which had been recently recorded for camival, to me. This factory 
became so famous, that all the famous singers started to come here [in Recife] to record their albums, 
because it was the most perfect record factory in South America.
So, I started to be contaminated by all this magic. I went to live close to camival agremiaçôes’ 
headquarters. I thought that I was doing something pleasant, that I liked, wonderful! But it was only 
after [I had become involved with frevo] that I came to realise that I was already addicted [to frevo]. 
I no longer had the strength to react against what I was doing.
Now that I can stop and observe, I find it interesting: I was employed and working throughout the 
year, but when November, December came, I always made some excuse to leave the job, because of 
the \frevd\ presentations that [I knew] I was going to appear in.
As I was living here without a mother, without a father, without any relative, I started to have 
affection for the frevo dancers, and for those who wanted to see me dancing. I don’t know, but a lot 
of people helped me a lot...
Therefore, I started to forget about the bumba-meu-boi. Especially because, the performance that 
existed here did not resemble the bumba-meu-boi of Manaus. The boi [ox] that existed here [m 
Recife] was a mere camival entertainment. In the beginning, I even criticised it a lot, saying: ‘that is
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not a BoV, or ‘a Boi should not be like that’. Then, comrade, /  fe ll in love [with frevo] and that is 
th a tr
[In-depth interview with Francisco do Nascimento Filho tape-recorded at Rua Joaquim Xavier de 
Andrade, Casa Forte, Recife, 19 January 2000]
^ The phenomenon of ritual space diminishing as the ritual intensity increases has also been observed 
by Daniel in relation to Rumba. The author writes: “When Rumba events begin, they are relatively 
open spaces, even when they are in a small patio or one room of a house. As the rumba continues, 
more people crowd into the space and people push forward to witness or involve themselves with the 
rumba spectacle. The actual space for performance becomes diminished as expression is augmented 
and intensity is heightened. Spatial intensity is therefore measured with a gradual decline in the 
diameter of die circular space”(1995:110).
It is worth noting that the camival culture of Trinidad is also fundamentally composed of music and 
dancing, and, in this respect, similar to Brazilian camivals. For more information about the Trinidad 
camival see Mason (1998).
^ In Jung’s view, cultural symbols are those symbols which “have gone through many transformations 
and even a long process of more or less conscious development, and have thus become collective 
images accepted by civilized societies”(1978: 38). According to Jung, human beings produce 
symbols consciously and unconsciously. During our dreams, symbols are produced unconsciously 
and spontaneously, whereas the symbolic languages and images employed by all religious are 
examples of the conscious creation/use of symbols.
^ It should be noted that the Portuguese term fantasia denotes, not only something produced by free 
imagination but also a camival disguise.
According to Carl Jung, “the general function of dreams is to try to restore our psychological balance 
by producing dream material that re-establishes, in a subtle way, the total psychic equilibrium” 
(1978:34)
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Political Administrative Division o f Brazil
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Location: Eastern South America bordering the Atlantic Ocean 
Area: 8.511.965 Square Km
Brazil is the largest country in South America. It shares common boundaries with 
every South American country except Chile and Ecuador.
Appendix I  
Map o f Pernambuco
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Municipal districts: 185 
Capital: Recife
Appendix II: Lexicon o f  passo moves
1. Abanador -
2. Abre-alas -  Gangway
3. Abrindo o leque -  Opening the fan
4. Alegria de Salao -  Ballroom Joy
5. Banho-de-mar-pra-frente -  Swimming-in-the-sea-forwards
6. Banho-de-mar-pra-tras -  Swimming-in-the-sea-backwards
7. B\co-ô.Q-t^ ee^ a%3Îo -  Parrot’s Beak
8. Boneco de Olinda -  Giant Doll o f Olinda
9. Britadeira parada -  Stationary Pneumatic Drill
0. Britadeira andando -  Walking Pneumatic Drill
1. Britadeira passando -  Passing Pneumatic Drill
2. Cadeira de Praia -  Deckchair
3. Caindo nas molas -  Falling on Springs
4. Caindo em escala -  Falling in Split
5. Canguru -  Kangaroo
6. Carancolado -  Spiralled (Modality)
7. Carrossel -  CaroM^e/
8. Catavento - Windmill
9. Chapa-Quente-7/b^ P/afô
2^. C\mX&nào-àQ-frQia!LQ-_Kickingforward 
2\.Clo!aimdo-àQ-]aào-Kickingsideways
22. Châ-de-barriguinha -  Little belly ground
23. Coice de burro -  Donkey Kick
24. Cobra -  Snake
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25. Cruzeta -  Little Cross
26. Cumprimentando -  Greeting
27. Dobradiça -  Hinge
28. Faz-que-vai-mas-nao-vai -  Pretend-to-go-but-don 7
29. Ferrolho -  Bolt
30. Ferrolhando -  Bolting
31. Folha-seca -  Dry Leaves
32. Gaveta -  Drawer
33. Guerreiro -  Warrior
34. Ginasta no passo -  Gymnast in passo
35. Garota Pemambucana -  Pernambucan Girl (modality)
36. Lavanca -  Lever 
M.lAgeAmdi-Linking
3 8. Locomotiva -  Locomotive
39. Maçaneta -  Handle
40. Manivela -  Crank
41. Metro de Superficie -  Train [surface]
42. Metro Subterrâneo -  Underground train [Subway]
43. Muganga -  Grimace
44. Nadando no seco -  Dry Swimming
45. Na Onda do Passo -  On the Passo Wave
46. O passo do gringo -  The Foreigner's Step
47. O Pulo do Grilo -  Cricket Jump
48. O Pulo do sapo -  Toad Jump
49. O sapo abraça -  The toad hugs
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50. O sapo da adeus -  The toad says goodbye
51. Paraftiso -  Screw
52. Passa-passa-em-cima — Pass-passing-upper-level
53. Passa-passa-em-baixo -  Pass-passing-lower-level
54. Passa-passa transverso -  Transversal pass-passing
55. Passeando na Pracinha -  Walking in the Little Plaza
56. Passo do bêbado -  The Drunkard’s step
57. Passo do cinqüentâo -  The fifty-year old’s step (modality)
58. Passo do Mamulengo -  The mamulengo ’s step (modality) -
59. Patinho -  Little Duck
60. Pemada -  Spinning Kick
61. Pisando em brasa -  Treading on embers
62. Plantando-mandioca -  Planting cassava
63.Font3L-dQ-pé-c3lcax]hai-Tip-of-toe-and-heel
64. Pontilhando -  Dotting
65. Pontinha-de-pé -  Tiptoeing
66. Pulando corda com a sobrinha -  Skipping with the umbrella 
61. Electrified frog
68. Remador -
69. Rojao -  Forced March
70. Saca Rolha -  Corkscrew
71. Saci-Pererê-
72. Serrote -  Handsaw
73. Show de bailarina -  Ballerina show (modality)
74. Tesoura -  Scissors
Appendix II: Lexicon o f  passo moves
75. Tesoura com bailarina -  S c M / m n a
76. Tesoura com passa-passa -  Pass-passing scissors
77. Tesoura no ar -  Scissors in the air
78. Tesoura em retrospecto -  Scissors looking back 
19.TQSom2iO-BigScissors
80. Tramela -  Latch
81. Tram elando-Za/ctog
82. Tramela-trans-lado sides latch
83. Trocadilho -  Exchanging
84. VÔO da Andormha -  Swallow’s flight
Umbrella-handling technique [Manejos de Sombrinha] and passages
by Ângelo Madureira
85. Girando com uma mao so -  Spinning with one hand
86. Girando com uma mao so bizonho -  Dizzy Spinning with one hand
87. Ventilador - Fflw
88. Helicoptero - Helicopter
89. O gato correndo atras da onça -  The cat chasing the Jaguar
90. Frontal -  Frontal
91. Frontal bizonho -  Dizzy frontal spinning
92. Frontal com giro -  Frontal with turn
93. Lateral -  Lateral
94.Diadema -  Tiara
95.Grand-jeté com passa-passa -  Grand-jeté with pass-passing
96.Grand-jeté antumaunt com passa passa -  Grand-jeté anturnaunt with pass-passing
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Afoxé -  a type of “black people’s carnival Rancho’" -  in the words of Luis da Camara 
Cascudo (1993:18). Rancho is a generic term for group of people 
that parades in the Christmas popular solemnities, dancing, singing, 
with or without matching clothes.
Agremiaçâo (plural: agremiaçôes): According to Pinto (1994), “the term derives from 
gremio, which in turn comes from the Latin gremium. It means a 
specific social group that is constituted for the pursuance of certain 
shared ideals. Each group’s specific purposes and goals are laid 
down in organizational articles. In some cases these groups have an 
open membership policy while in others they are private 
associations that may even have some of the qualities of a secret 
society.” Pinto explains that ^"agremiaçâo can also be understood in 
the sense of the term “institution” in social anthropology: 
agremiaçôes imply namely an organised system of activities and 
norms which are directed towards reaching a goal -  in this case 
active participation in the carnival. In addition agremiaçôes are 
embedded in the larger social system and in this respect work to 
satisfy the specific needs of the individual and the whole group” (p 
22 emphasis added).
Baiano (a) -  coming from, or relating to, the state of Bahia.
Baiao -  a Northeastern popular music broadcast on the Rio de Janeiro’s radio stations 
in the 1940s by the Pernambucan Luiz Gonzaga. The baiao is 
traditionally played with accordions and other percussion 
instruments. It keeps rhythmic and melodic cells of the cocos 
[coconuts], with the compass units exclusively equal. (Cascudo 
1993:97).
Berimbau -  also known, in the past, as berimbau-de-barriga \bQ\\y-berimbau\, is a 
musical instrument brought from African slaves and later 
popularised in Brazil, which is composed of a cabaça attached to an
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arch made of a curved rod with a brass thread, on which it is beaten 
lightly. (Cascudo 1993:120-21)
Bloco (s): an umbrella term for a carnival group or carnival agremiaçâo, such as: 1) 
bloco de mascarados: a group of folioes using similar masks and 
costumes; 2) bloco-de-sujo: a group of folioes ‘dressed’ in mud or 
with painted bodies; 3) bloco-de-frevo: the carnival agremiaçâo in 
which the lyrical type of frevo music, known as frevo-de-bloco is 
played.
Bloco-de-frevo: According to Valdemar de Oliveira the blocos-de-frevo emerged in 
Recife in the middle twenties, and their origin is linked to serenades 
and family get-togethers. The author writes: “these groups were 
organised by whole families, parents with their daughters, husbands 
with their wives, boyfriends and girlfriends, all belonging to the 
middle class, and residents of bourgeois neighbourhoods. These 
people didn’t like the forced march of clubes-de-frevo [frevo-clubs] 
nor to mingle with the people”(1985:18).
Claudia Lima has stressed the fact that “The Bloco enabled women 
to participate in Recife street carnival. Far from joining the masses 
that followed the frevo clubs, they would go out into the streets 
protected by a rope and under the strict supervision of fathers, 
husbands, sons, sons-in-law, fiancés, friends and relatives” 
(1997:18).
The choir of the blocos-de frevo is traditionally made up of middle 
aged and elderly women, called the pastorinhas [the little 
shepherdesses]; whereas the instrumental ensemble of woodwind 
instruments and plucked strings — locally known as orquestra de 
pau e corda -  has traditionally been played by the men. The pan e 
corda orchestra includes the acoustic guitar, violins, banjoes, 
bandolins, f[\xXQS, clarinets, double bass, mouth organs, tambourines 
and percussion.
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Valdemar de Oliveira describes the bloco"s carnival parades in the 
first decades of the twentieth century as follows: “In front of the 
orchestra of pau e corda [woodwind and plucked strings], went the 
numerous feminine cast -  including children, young ladies, matrons 
-  who were specially responsible for the singing. They formed a 
closed unassailable circle, that no intruder would dare to try to pass 
through, because just behind them went their parents, husbands, 
siblings, with their guitars, violins, banjoes, bandolins, and even 
double bass. Each instrument could change into an offensive 
weapon in the blink of an eye”(01iveira 1985:18).
Brincar: means to play in a childlike manner.
Brincar carnaval: an expression that is very widely used by Pemambucans, but not in 
other parts of Brazil, to express the joyous, creative and spontaneous 
mood of carnival festivities in Pernambuco.
CandombU -  1) Religious festival and creed brought by black people of jeje-nago 
origins and kept alive by their descendants and mestizos in Brazil, 
principally in Bahia. 2) The religious centres of devotion of 
Brazilian black people of banta origin. 3) The indigenous and 
mestizo influence prevails in the candombUs-de-caboclos.
Caboclinhos or Cabocolinhos: a ritual drama dance of indigenous origin, as indicated 
by its name. Caboclo designates those of indigenous ethnicity, and 
the crossing between aborigens and whites. Caboclinho, the 
diminutive of caboclo is, in fact, the caboclo’s child. Caboclinhos is 
regarded one of the oldest Brazilian drama dances, registered for the 
first time in 1584, by Father Femao Cardim, in his book Terra da 
Gente do Brasil [The Land of Brazilian People]. It was observed 
during the missions organised by the catechists, when the curumins 
(native children) performed their indigenous dances for them.
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Through its choreography and music, battles, hunts and crops are 
symbolised. (Filho 1999:181-7)
Capoeira: a type of ‘game’ \jogo], which involves bodily movements, singing, 
clapping hands, to the sound of berimbau, and other percussion 
instruments.
Capoeiristas: capoeira practitioners; the terms is sometimes used specifically for 
those who perform capoeira skilfully.
Carioca: people, things or events belonging to the state of Rio de Janeiro.
Casa(s) grande(s): large two storey house(s) of colonial architecture. Same as 
sobrados
Ciranda: is a mixture of song and dance, in which men, women and children 
participate. While dancing the typical variations of the ciranda steps, 
dancers hold each other’s hands making a circle, and sing popular 
verses. Most historians agree that the ciranda is originally from 
Portugal and began to be danced in the zone north of Pernambuco, 
particularly in the municipal district of Goiana, firom where it spread 
to the rest of the Northeast region of Brazil. Ciranda is quite often 
performed on the seashore by barefoot participants. Maria Madalena 
Correia do Nascimento (popular known as Lia) is one of the most 
famous cirandeiras, who has become immortalised in the popular 
verse: Estava na beira de praia ouvindo as pancadas das ondas do 
mar; essa ciranda quem me deu fo i Lia, que mora na ilha de 
Itamaraca [I was on the seafront hearing the blows of the sea 
waves; who gave me this ciranda was Lia, who lives on the island of 
Itamaraca]
Coco: (also known as coco-de-rodd). Researchers believe that, due to its name, coco 
[which literally means coconut] may have originated in the beaches 
of the Northeast Brazil (Getulio Cezar, in Diario Oflcial do Estado
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de Pernambuco, Suplemento Cultural, Year XIII, December 1998, 
p.8). José Vilela (1951) and Filho (1999), on the other hand, argue 
that the Brazilian coconut dance was created spontaneously by the 
black people in Pahnares, Pernambuco. They explain that to break 
the hard coconut husks, they sat on the ground, placed the nut on a 
stone and beat it with other stones until it broke. As there were 
many people beating coconuts at the same time, the beating of 
stones and the lively chats created a loud rhythmic noise, which 
incited some people to stand up and dance, in a vibrant sort of tap, 
to which everyone tried happily to adjust their individual beat with 
cheerful singing. Thus everything was transformed into a lively 
party. The rhythm, formerly marked by stones was substituted by 
clapping, with shell-shaped hands, in order that the noise could 
continue to resemble the breaking of the coconut husk. Later on, it 
came to be danced by pairs in a wheel formation, with the couples 
alternating umbigadas [touching of navels]. With passing of the 
time, rural and city workers started to dance the coconut, which also 
began to be played with musical instruments, such as the traditional 
ganza, tambourines, drums and pandeiros. The coconut tiradores 
[the singer lead] create the improvised songs, quite often mentioning 
the people present and events which everybody knows about. The 
wheel coconut of Dona Selma, in Olinda is one of the most 
traditional in the state of Pernambuco. (Filho 1999:119-27)
Clube-de-frevo: A type of carnival agremiaçâo which originated in professional 
associations in Recife in the late nineteenth early twentieth century. 
Katarina Real (1990:9) suggests that the carnival frevo clubs derived 
from the traditional habit of slaves and freed workers of gathering 
together on the morning of Epiphany (6 January), to form a large 
retinue, holding flag, sing verses and visit the houses of their 
customers with several people cheering, was in vogue from the late 
eighteen to early nineteenth century. However, it was after the 
Abolition of slavery at the end of nineteenth centuiy that the 
unprecedented proliferation of carnival groups, and frevo-clubs in
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particular, occurred. Most of them were founded by urban workers, 
who wanted to have fun together during carnival. It is significant 
that the names of the great majority of the earliest fi-evo-clubs 
alluded to work activities or work tools. Just to cite a few examples: 
the Clube Carnavalesco Misto Vassourinhas [Mixed carnival club 
little sweeping brush] was officially founded on the 6 January 
1889; the Clube das Pas, went out onto the streets in 1889 under the 
mroQ Clube das Pas de Carvao [Coal-shovels club]; and in 1897 the 
Clube Lenhadores [Lumberjacks club] was founded.
Other early famous frevo-clubs whose name involved manual 
activities or tools include: the Caiadores [Wall Painters], 
Abanadores [Fans], Vasculhadores [Ceiling Brooms], Carpinteiros 
[Carpenters], Sapateiros [Shoemakers], Funileiros [Tinkers], 
Pescadores [Fishermen], Talhadores [Engravers], Parteiras de Sao 
José [Midwives fi'om Sao José], Costureiras de Saco [Dressmakers 
of sacks], Talhadores em greve [Engravers in strike], Verdureiros 
em greve [Greengrocers in strike]. However, it would be misleading 
to suggest that the members of these frevo-clubs were necessarily 
workers of the category indicated in the names stamped on the 
standards and flags of the clubs (Araujo 1996:348,349).
There are a number of reasons which impelled the working classes 
to found or to become a member of carnival groups. First of all, the 
club was a meeting place and a privileged space in the worker's 
daily existence, where s/he could rest after work in the 
companionship of neighbours, relatives, fidends and work 
colleagues. The fi-evo-club was simultaneously a pause and a 
prolongation of relationships created in the sphere of the work. It 
was in the club that fidendship and solidarity were solidified, and 
commitment established between members of the group. Moreover, 
to belong to a carnival society also helped the creation and 
strengthening of a cultural identity among the members of the 
working class. It should also be considered that the urban workers
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felt an overwhelming need to assert their citizenship and to be 
distinguished socially in a highly stratified society, which had just 
abolished slavery. For mestizos, who were almost always willing to 
ascend socially, it was important to distinguish themselves fi'om, or 
not to be confused with, the individuals of the so called dangerous 
class -  i.e., the pariahs, vagrants, capoeiras and prostitutes. To join 
a club, therefore, might lead them to get social recognition, leaving 
the anonymity they were condemned to if they remained isolated 
and disorganised. By becoming a member of a carnival group, the 
individuals from the working classes could assert their presence in 
the public life of the city. S/he could participate in social and 
political events -  sometimes side by side with members of the elite. 
In short, the frevo clubs functioned as a channel of expression and 
access of the working class to the world of the constituted order 
(Araujo 1996: 347-48).
The fi'evo clubs are formed by hundreds of people and their parades 
follow approximately the following structure. In front of the parade 
stands the clarins [a musical instrument similar to a trumpet, but 
shorter] announcing the arrival of the club to the public, some 
participants disguised as morcegos [bats], and balisas [feminine 
acrobats], who dance around the standard-bearer. Following them in 
sequence, come the all male management team of the club: the 
president, vice-president, secretary and treasurer, among others. 
Next come the so called figuras de frente [fi-ont figures] whose 
fantasies are luxuriously embroidered: the kings, queens, dukes and 
duchesses and nobles of the court -  who are historical characters 
fi'om the days of the Brazil Empire. After them, come the passistas 
and the cordoes (composed of a mixture of men and women) 
(Limeira 1977:27); and closing the retinue comes the fi'evo orchestra 
followed by the anonymous folioes.
Cordel or Literatura de Cordel: a type of printed pamphlet, which relates different 
types of popular stories (real and imaginary) in rhymed verses.
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which can also be sung by the reader. In Portuguese, the word 
cordel is the diminutive for corda (rope). The name Literatura de 
Cordel comss from Portugal and diffused in Brazil after 1960, 
because these booklets were exposed for sale hanging on lines, or 
twines -  as still happens in certain places in Brazil now. The 
Brazilian folklorist Camara Cascudo suggests that the Cordel 
Literature is somehow similar to the Spanish pliegos sueltos, to the 
French Littérature de Coiportage, and to the German Volksbiicher. 
He argues that “to preserve the memory of the episodes through 
poetic song is a universal and acient formula”, which had also been 
used by Africans and Brazilian aborigènes since, at least, the sixteen 
century. (Cascudo 1993:437-8).
Encontro de Blocos: The Meeting of Blocos. This carnival event has been patronised 
by the Secretaria de Turismo do Recife [Recife Tourist Authority], 
since 1995 and has gathered traditional carnival groups each year. 
On carnival Sundays the Meeting of a number of Caboclinhos takes 
place; on Mondays the Meeting of the frevo-blocos: Bloco da 
Saudade and Bloco das Husoes; on Tuesdays the Meeting of a 
number of Maracatus. Due to its success the event has been 
repeated in the subsequent years and now already forms an integral 
part of the local carnival schedule.
Entrudo: A kind of carnival entertainment that was brought to Brazil by the 
Portuguese colonisers from the early seventeenth century onwards, 
and which for three centuries, was the main way carnival was 
celebrated throughout Brazil. It consisted basically of people 
throwing water at each other; using jars, vessels, syringes and so 
forth. Besides water, the carnival revellers also used to throw flour, 
gum and scented powders at each other. If the game got out of hand, 
things such as mud, rotten fruit, polish, grease, paint, as well as 
urine and other kind of unpleasant substances might also be 
exchanged in a body-to-body combat.
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Folia: A  happy and noise festivity. Deriving from the French folie, it means madness, 
the need to release libido through singing, dancing, wearing 
disguise. In the Northeast of Brazil it is a synonym for carnival.
Foliao/folia: (plural folioes/folias): individual who likes having fun, specially during 
carnival, i.e. a carnival reveller;
Forro: a traditional rhythm typical of the Junine parties (i.e. the parties held in June) 
in the Northeast of Brazil, which is traditionally played with 
accordion, zabumba and triangle. Forro is danced in pairs in a close 
embrace with plenty of swaying hip movements. It is believed that 
forro came from people’s mistaken pronunciation of the English 
word “for all”, which meant to indicate that the forro party was open 
for everyone. Luiz Gonzaga and Dominguinhos are two of the most 
important forro musicians. Although formerly associated with the 
Brazilian North-eastern junine parties, forro has been increasingly 
played at other times of the year and has become well known in 
South and Southeast Brazil too.
Frevo-de-rua: literally means street-^evo. It is an specific frevo genre that is 
orchestral and played with saxophones, trumpets and other wind 
instruments.
Frevo-de-bloco: a type of frevo that was created within the context of serenata 
[serenade] gatherings and which has a moderate tempo. It is a 
nostalgic and sentimental type of frevo; its lyrics quite often allude 
to a past of true love and innocent gaiety. It is traditionally played 
by pau-e-corda orchestras in the blocos-de-frevo contexts. [See 
bloco-de-frevd\.
Frevo-cançâo -  this type of frevo originated when competitions started to be held in 
Recife, aiming to stimulate new composers to have their songs 
disseminated in society through the radio stations and television.
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Maracatu-naçâo -  The maracatu maracatu-naçâo [maracatu-nation], also known as 
maracatu de baque-virado [turned thud maracatu], is the oldest of 
the maracatus. Its appearance in Brazil goes back to colonial times, 
particularly to the custom of the “Instituiçâo do Rei do Congo ” [The 
King of Congo’s Institution] where the slaves met to pay homage to 
the king of the black people. That solemnity consisted of the 
election and coronation of a king -  normally a freed slave -  who 
thereafter commanded the district for which he had been designated. 
The king and the queen were vested by the parish of the locality, on 
the day o i Nossa Senhora do Rosario [Our Lady of Rosario]. 
Thereafter, the slaves had their private, hierarchical court. One of 
the positions of greatest importance was the governor of the tribes or 
nations -  which were sub-divisions of the black people into groups. 
In Recife, the nations were made up of black people of several 
distinct origins, but mainly from Angola. With the disappearance of 
the Instituiçâo do Rei do Congo, in the middle of the nineteenth 
century, it remained in Recife in the form of the Auto dos Congos, a 
type of solemn entertainment in which the slaves performed a plot, 
followed by music and dances. With the passing of time, and due to 
its decline, the theatrical part of the solemnity disappeared, leaving 
only the tradition of the retinue, from which the artistic display that 
today is known as maracatu derives. The parade of the maracatu- 
naçâo resembles a royal retinue, very close to that formerly 
presented by the Afiican slaves in the colonial period, during the 
coronation of the ‘King of Congo’. The hierarchical relationships, 
and the use of the members of the nations in the retinues would have 
stimulated the recifenses to call Maracatu a ‘nation’. The presence 
of maracatu-naçâo is more marked in urban areas, preciselly in 
Recife. Formerly, its presentations occurred on the Churche patios 
of Recife, Olinda and Itamaraca, promoted by the fraternities of 
Nossa Senhora do Rosario dos Pretos [Our Lady of Rosario of the 
Blacks] and of Sâo Benedito. With passing of time the retinue 
deviated from the religious feast of the Reis Magos, entering into the 
carnival feastivities in Pernambuco. In spite of its African origins, at
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present not only black people participate in the retinue, but also the 
mestizo and white people. (Filho 1999:25-38).
Noite dos Tambores Silenciosos -  [The Night of the Silent Drums] “is a ceremony 
held on the Monday of Carnival in front of the Tergo church in the 
district of Sâo José, by the Naçâo or Baque-Virado Maracatus that 
relive a tradition more than three centuries old. It originated in the 
colonial period, when the black people, far from their homeland, 
asked Our Lady for protection in a desperate attempt to relieve the 
pains of their cruel captivity”(Lima 1997:20).
Passistas: the passo dancer; the term is also used for samba dancers as well.
Passo: the accompanying dance for frevo
Pastoril: fotmedy known as Lapinha, Presépio, Baile Pastoril and Pastorinhas, is a 
folk-popular theatre typical at Christmas time. Pastoril belongs to 
the theatrical tradition which includes the mysteries, the miracles 
and the Spanish sacramental solemnities. It has been known in 
Pernambuco since the sixteen century, and formerly consisted of a 
celebration of Jesus Christ's birth. (Camarotti 2001:119). The central 
theme of Pastoril is originally the search for the place where Jesus 
was bom. Shepherdesses, arranged in two lines: red and blue, with 
the Mestra in front of the first, the Contra-master in front of the 
second and the Diana in the middle of the two groups, dressed in 
half red and half blue, set out, guided by a star, over hills and fields, 
singing and dancing happily. It is for this reason that it is believed 
that the loas [songs] of Pastoril received the name of jornadas 
[journeys]. During the shepherd’s journey, Lusbel, the bad angel 
(demon) tries to pursue them; whereas Gabriel, the celestial militia, 
always appears at cmcial moments to save them. (Raul Valença, in 
Diario Oflcial; Suplemento Cultural, Year XIII, December 1998, 
page 23)
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Most characters in Pastoril have traditionally been feminine, 
although masculine characters have always been represented as 
well. The most popular masculine character is the Velho [Old man], 
whose popularity has increased the more profane Pastoril has 
become. The Velho closely resembles the circus clown thanks to his 
make-up, costume, wig and modes of behaviour. The religious 
Pastoril can still be seen nowadays, although its format is much 
closer to the contemporary profane versions than the originally 
religious one. No doubt, the totally profane versions of Pastoril have 
become the most popular ones.
In the contemporary profane versions of Pastoril, the original plot is 
substituted by the dispute between the red and blue colours, sexual 
jokes, and songs and dances which have nothing to do with the 
formerly devotional themes. The profane and obscene Pastoril can 
be found on the coast of Pernambuco, and may be performed at any 
time of the year, but particularly during summer -  although this type 
of folk-popular performance has become increasingly rare. 
(Camarotti 2001:119-121; see also Mello e Pereira 1990).
Pernambucan: means coming from or relating to the state of Pernambuco.
Pular carnaval: Pular literally means to jump. Like the expression brincar carnaval, 
pular carnaval is another expression which originated and is mainly 
used in the Northeast of Brazil, and Pernambuco in particular. It is 
possible that the verb pular [to jump] came into usage denoting the 
idea of ‘jumping for joy’. It might also be associated with the 
syncopated rhythm of frevo, which seems to have dominated 
carnivals in Pernambuco for about a century.
Quadrilha: The Brazilian quadrilha is derived from Court dances performed in elite 
balls in several European and American countries in the nineteenth 
century. The music was brought to Brazil by French masters of 
orchestral dances, like Milliet and Cavalier, for instance who played
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Musard’s and Tolbecque’s music. Brazilian composers later gave 
the quadrilha an accentuated Brazilian musical flavour. (Cascudo 
1993:645-6).
With the passing of the time, quadrilha spread to the interior of 
Brazil and was adopted by broad sectors of Brazilian society, thus 
changing into a folk-popular dance with the main characteristics 
known today. After having returned to the urban centres, the 
quadrilha, started to be regarded as a dance of rural origin and, as 
such, copied and mocked.
One of the high points of its humorous representation has been a 
matuto marriage, in which the fiancées parade, accompanied by the 
priest, the judge, the godfathers and guests; with all participants 
dressing, behaving, and talking like the people from rural areas. In 
the city, the marriage celebration involve malicious games, which 
provoke laughter in the audience.
: During the performance, the couples (at least 16) are arranged in 
two lines, face to face, and dance to the sound of accordions, 
triangles and zabumhas. The steps -  which are pulled by the leader 
(called the marcador de quadrilha) who may or may not take part in 
the dance -  require previous rehearsal, but can also be improvised. 
The popular inventiveness incorporates day-by day new characters 
and situations, making quadrilha an extremely joyfiil part of the 
June festival. The French language that is present in the origin of the 
name quadrilha (quadrille), can also be seen in the name given to its 
steps, even so in a distorted/entertaining way. The anavantur and 
anarriê, for instance, which are some of the most well-known basic 
quadrilha steps, came from the French “en avant, tous” and “en 
arrière” respectively.
Recifense — means coming from or relating to the city of Recife.
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Recifolia -  This festival, which has been held by Recife City Council every October 
since 1993 on the Boa Viagem seafront, was created to bring trade 
to the city in the off-peak season. In 2003 it was held in January. 
Recifolia is the most successful and popular ‘camival-out-of-season’ 
event in Pernambuco, which has already been included on the city’s 
tourist calendar.
Reisado: is erudite denomination for groups that sing and dance on the eve of
Epiphany (6 January). In Portugal, it is known as reisada and
reiseiros. In Brazil, the denomination always refers to ranchos or 
groups which celebrate Christmas and Epiphany. The reisado can 
involve singing alone or it may also have a plot presented in a series 
of brief link acts. (Cascudo 1993:669).
Samba: “The word samba is found in different parts of America, quite often in
connection with black people’s music and dance. Argeliers Léon
shows us a black couple dancing, in a Cuban picture from the 
nineteenth century, with the legend ‘Samba la culebra, si sino’. 
Rossi mentions the ballad from the area of the Rio del Plata: 
‘samba, mulenga, samba!’, which was listened to by the African 
people. Ortiz also mentions an afro-Haitian dance in which the 
corifeu [leader] is called ‘samba’” (Sandroni 2001:84). It is believed 
that the word samba probably came from the quimbundo semba 
which means umbigada [the touching of navels]. [Marcondes 
(editor) 2000:705, and Cascudo (1993:689)]. The umbigada is a 
choreographic move around which certain African people’s dances 
evolve. In general, it consists of a gesture through which a dancer 
chooses who will substitute her/him in the centre of the wheel. It is 
present in a few afro-Brazilian dances, such as the lundu and coco, 
for instance. Some researchers gave such importance to the 
umbigada that, in 1961, Edson Cameiro coined the expression 
“samba-de-umbigada” as an umbrella term to designate those 
dances (Sandroni 2001:85).
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Samba is a generic term and has been used not only in relation to 
the dance and its accompanying music, but also to the party at which 
samba music/dance are performed. There is a great variety of 
sambas in contemporary Brazil, which can not be exhaustively 
classified. Just to cite a few examples: samba-enredo, samba- 
cangao, samba-de-breque, samba-choro, samba-de-partido-alto, 
samba-de-roda, samba-de-coco. However, it should be said that the 
two principal branches of samba are the samba-carioca and the 
samba-de-roda-baiano. The former is a type of urban dance and 
song accompanied by percussion, acoustic guitar, and cavaquinho, 
and has two parts and a fast pace. The latter, which is the 
predecessor of the samba-carioca, is like a wheel dance of rural 
character, which is accompanied by percussion instruments and kept 
alive mainly in Bahia.
The great popularity of samba in Brazil is remarkable and very old. 
Samba rhythm and dance was taken by the African fugitives slaves 
to indigenous villages during the eighteenth century and seduced the 
aborigines (Cascudo 1993:690).
Sobrados -  are large two pavements house(s) of colonial architecture. Same as Casa- 
Grande
Trios Elétricos — are musical bands playing on a mobile lorry that moves slowly 
followed by a crowd of revellers -  which re-interpret traditional 
rhythms in a electrified manner and also play a vast number of 
rhythms and songs which are commonly understood as pop
Xaxado -  The music seems to have derived from baiao-de-viola, and its 
accompanying dance comes from the sertao [high interior] of 
Pernambuco. Xaxado was the favourite dance of cangaceiro 
Lampiao and members of his group. Lampiao however was not its 
creator, but its main propagator, as xaxado has already been known 
in the interior or Pernambuco [agreste and sertao zones] since 1922,
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according to Jaime Griz’s research. Cangaceiros traditionally 
danced xaxado in circles and Indian file (with dancers one behind 
the other); and they marked its beat with a rifle blow. Xaxado is an 
onomatopoeia from the xa-xa-xa noise of the sandals sliding on the 
floor. Originally, it was danced exclusively by men. “The rifle is 
the lady”, says Luiz Gonzaga. Xaxado lyrics are characteristically 
aggressive, rough, belligerent and satirical. A lyrical xaxado is 
regarded as a counterfeit and an irresponsible artificiality. (Cascudo 
1993:802).
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